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ABSTRACT
Three generations of Vandenhoffs were among 
featured players in theatres of both America and England 
for over a century, 1808 through 1913. George Vandenhoff, 
the subject of this study, was the eldest son of the 
accomplished British tragedian, John Vandenhoff. Lauded in 
England, George accepted a theatrical booking in New York 
in 1842 and later became a resident of that city.
Dissatisfied with changing trends in the theatre 
and perceiving a growing interest in public readings of 
literature, Vandenhoff ultimately turned his attention from 
the actor's stage to the reader's platform. One of the 
first to introduce Shakespearean readings, he enjoyed 
thirty-nine years of popularity as a public reader of 
literature.
Vandenhoff was among those professional men who 
actively sought to improve oral expression in a growing 
America. Staunchly defending the teaching of elocution 
(oral delivery), he wrote textbooks and offered instruction 
in that art. His manuals, judged to have been admirable, 
intelligible, correct in theory, and easy of practice, were 
in popular use in both England and America for over forty 
years. As an elocutionist, the ex-actor was particularly 
adept at characterization. Recognized as "New York's
favorite reader," his performances expanded the literary 
awareness of his listeners and inspired many to seek 
guidance in improving their own elocution.
As educator and entertainer, Vandenhoff 
foreshadowed the twentieth century concept of oral 
interpretation as a valid method for studying and 
stimulating appreciation of literature. Being a popular 
participant in the mainstream of nineteenth century 
elocution, he unquestionably made a significant 
contribution to the practice of oral interpretation of 
literature and to oral delivery in general.
In addition to recording highlights of the 
theatrical careers of George Vandenhoff and nine other 
family members, this study is an investigation of his years 
as a public reader and teacher, primarily in New York and 
New England. Also, it is an assessment of his contribution 
to the art of oral reading as an author of elocutionary 
textbooks.
Appendix A contains copies of playbills and 
character portraits of Vandenhoffs. Appendix B presents a 
table of literary selections and authors comprising the 
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INTRODUCTION
The oral tradition is closely aligned with the 
evolution of civilized man. Effective public speaking and 
oral reading have contributed significantly to the shaping 
of historical events, the preservation of morals and mores, 
and the sharing of cultural achievements of the human race 
throughout time. There is no denying that the spoken word 
has greatly influenced the fate of men and nations. Heads 
have been guided, turned, and sacrificed, and hearts have 
been won, lost, wounded, and healed by effective oral 
expression. Tribal leaders, sages, heads of state, 
patriots, clergymen, lawyers, teachers, and performers, the 
actor and the public reader, all have relied upon the power 
of oral delivery— elocution. Successful oral communication 
of legal, religious, and literary writings continues to 
depend upon efficacious delivery. Eugene Bahn and Margaret 
Bahn, in their A History of Oral Interpretation, declare:
As one looks at the vast historical background 
of the oral interpretation of literature there is 
much of which we can be justly proud. Like all 
activities of man there are times when its 
contributions leave something to be desired, but 
when it served a vital purpose in the culture and 
life of a people it reached memorable heights.1
During the nineteenth century, America experienced 
intellectual growth within individuals and among its
1
citizenry as well as physical growth in its populace and
expansion of its frontiers. The Bahns observe:
Along with its physical growth there developed a 
national consciousness which in turn, brought an 
awareness of the need to unify both the language and 
the thinking of this heterogeneous population if 
political democracy and national unity were to be 
maintained. The ability to express oneself clearly 
with voice or pen was again of prime importance; 
thus a sound educational system, a free press, and 
able speakers were necessary.2
Many Americans, realizing the need for attaining 
eloquence in oral expression, looked to the British-trained 
performer as a role model of sorts. Public readings of 
literature were highly popular in both America and Britain. 
The effective public reader, or elocutionist, increased the 
listeners' knowledge and appreciation for both classical and 
contemporary writings.
Two organizations in America, the Lyceum, begun in
1826, and later the Chautauqua, organized in 1874, promoted
cultural awareness by sponsoring elocutionists— oral readers
and reciters--in addition to lecturers, humorists, and
musicians. Some elocutionists extended the momentary
pleasure of those who experienced the oral readings by
offering opportunities to receive instruction in that art.
Therefore, as in ages past, "oral reading and recitation,
though recognized as arts in themselves, continued to serve
3as training methods for orators and public speakers."
Although not always in agreement concerning the 
method of instruction or whether elocution could be taught 
at all, the rhetoricians and the elocutionists were
3
instrumental in directing the public's awareness toward the 
need for improved oral expression. Elocution "usually
covered the expression of thought by means of both body and
4 . .voice." As different as opinions and practices were among
leading elocutionists and rhetoricians, their efforts were
chiefly instrumental in bringing about the sanction of
public speaking and oral interpretation of literature as
academic areas of study in American institutions of
learning.
George Vandenhoff, one of the first to introduce 
5Shakespearean readings, was among those professional men
who actively sought to improve oral expression in a growing
America. Cognizant of America's ongoing struggle to become
self-reliant, Vandenhoff, along with physicians, educators,
and other actors, wrote textbooks for achieving graceful,
persuasive, and fluent oral discourse. He strongly
adovcated that his students not try to "catch and imitate
0the tone and peculiarities of any other man." He staunchly
refuted arguments by leading rhetoricians who proclaimed
that elocution could not be taught in a disciplined manner.
Vandenhoffs work was judged to be admirably intelligible,
7correct m  theory, and easy of practice. Vandenhoff made a 
positive contribution to the art of speaking and reading 
aloud.
During his career in America from 1842 until 1883, 
George Vandenhoff, son of an eminent British actor, was 
himself acclaimed as an actor. He also practiced law, wrote
4
textbooks, taught elocution, and, as a public reader, was 
noted by the New York Times of March 9, 1897, as being "our 
most finished elocutionist." As a celebrated elocutionist, 
"no reader ever achieved the fame in this country that was
Qwon by the ex-actor."
For thirty-nine years, Vandenhoff gave public 
readings of literature primarily in New York and other New 
England cities. Being both performer and teacher, he was in 
the mainstream of elocutionary practice during the 
nineteenth century. A study of his career provides greater 
insight into nineteenth century elocutionary practice and 
its contribution to the advancement in twentieth century 
concepts of the oral interpretation of literature.
The annals of history are filled with the 
biographies of prominent members from almost every 
profession. However, the careers of only a sparse number of 
public readers have received the attention of scholarly 
researchers. Among the subjects of these few studies are 
Charles Dickens, Fanny Kemble, Charlotte Cushman, Anna Cora 
Mowatt, Vachel Lindsay, Ruth Draper, and Dylan Thomas. 
Dickens, Lindsay, and Thomas also were writers. Kemble and 
Cushman were celebrated actresses and Mowatt was both 
actress and writer. This meager representation demonstrates 
a need for additional studies to be undertaken in order to 
gain a better understanding and appreciation of the 
contributions the oral reader has made to speech education 
and cultural history.
This study (a) investigates George Vandenhoffs 
career as an actor, public reader, teacher, and writer of 
elocutionary textbooks and (b) assesses his role as a 
contributor to the art of oral reading. Chapter One 
presents an account of the professional careers of ten 
members of the Vandenhoff family, of actors and public 
readers, including the career of George Vandenhoff prior to 
his arrival in America. Similarities among the individual 
careers suggest characteristics of oral expression that were 
perpetuated by performing members of the Vandenhoff family. 
Chapter Two chronicles George Vandenhoffs theatrical career 
following his arrival in America. Accounts of his 
professional associations with celebrated performers of both 
British and American theatres reveal his importance as an 
actor. Chapter Three records his major public reading 
performances in America, clearly illuminating the popularity 
of this art form. Chapter Four reviews his elocutionary 
textbooks and explores his teaching experience. Tracing the 
progress of Vandenhoffs writings and comparing his work 
with that of his contemporaries affords a better 
understanding of nineteenth century elocutionary theory and 
practice. In addition, popular taste in literature is 
identified. The study concludes with a summation of 
Vandenhoffs elocutionary career and its contribution to the 
art of oral reading.
There are, however, obstacles peculiar to research 
of an individual public reading career within the nineteenth
century. Vast devastation, especially in the South, during 
the Civil War was responsible for the destruction of 
numerous depositories of printed matter, records, and 
personal memorabilia. Another difficulty encountered in 
this kind of investigation is that, whereas newspaper 
reviews commented on group activities like theatrical and 
musical productions, seldom did individual offerings such as 
public readings receive the same journalistic coverage. In 
addition, one cannot be certain of the competency of the 
reviewer.
Files and collections held by the New York Public 
Library at Lincoln Center, The Museum of the City of New 
York, the New York Society Library, and the Players Club 
contain biographical data relative to George Vandenhoff and 
three generations of performing members of his family. 
Libraries at the University of Texas, Boston University, 
Harvard University, the University of Pennsylvania, and the 
University of Tulsa, Oklahoma, provided useful materials 
from their special collections. In addition, theatre 
histories, nineteenth century annals, diaries, biographies, 
and autobiographies of contemporary figures, including 
George Vandenhoffs Leaves from an Actor's Note-Book (a 
limited autobiography), furnished biographical and 
background information for this study.
The elocutionary textbooks by George Vandenhoff 
along with his other writings, in addition to textbooks 
written by his contemporaries, aided in determining
Vandenhoffs pedagogical contributions to the art of oral 
reading.
Newspaper announcements, reviews, and comments on 
Vandenhoffs performances produced documentation of his 
popularity as a public reader. The New York Times, New 
York Tribune, and New York Herald were particularly helpful
Unpublished scholarly works by Lester L. Hale, 
Robert Leonard Hart, Jr., Sara Kay Lockard, and Milton J. 
Wiksell contributed to the assessment of George Vandenhoff 
as a notable nineteenth century elocutionist. Nineteenth 
century writers used the term elocutionist to refer to 
teachers, performers, and writers who were engaged in 
activities related to oral expression, particularly in 
public reading.
Notes
■^Eugene Bahn and Margaret Bahn, A History of Oral 





8New York Tribune, 28 January 1859, p. 7.
George Vandenhoff, The Art of Reading Aloud 
(London: Sampson Low, Marston, Searle, & Rivington, 1878), 
p. 164.




A FAMILY OF ORAL PERFORMERS
The name of Vandenhoff was closely linked with 
the British and American stage for over a century. For 
three generations, from 1808 into the twentieth century, ten 
family members bearing the name of Vandenhoff prominently 
figured in the annals of theatre history on both sides of 
the Atlantic. Vandenhoffs were featured in the best 
theatrical houses and performed with many notable actors of 
their time.
Being the children of a well known and highly 
respected tragedian, George Vandenhoff, his sister, and 
younger brother were exposed to rehearsals, literature, and 
the presence of theatrical friends and acquaintances of 
their father, John Vandenhoff. The atmosphere surrounding 
their home life must have been one of excitement, for all 
three children followed in their father's histrionic 
profession. Each chose marital partners who were also 
performers. Children of the two brothers continued in the 
family tradition.
Critical comments of their respective performances 
indicate that John Vandenhoffs children were influenced by
9
10
his acting style. The elder tragedian's style was favorably 
compared to the classical style of John Philip Kemble, 
heightened by the fervor of George Frederick Cooke, and 
tempered by the Romantic style of Edmund Kean. That kind of 
amalgamation of the traditional and the contemporary was the 
primary characteristic indicative of the Vandenhoff 
tradition. Their style was not one of imitation but rather 
a consolidation of the proven with the innovative. Critical 
comments relative to the individual performing careers of 
the Vandenhoffs reflected similarities in vocal delivery, 
movement, and reading of the text.
In addition to their acting careers, six of the ten 
engaged in public reading performances: John, George, his
wife Mary Makeah, their son George Jr., George's brother 
Henry, and his wife Ellie Healey. John, George, Henry, and 
Mary gave lessons in elocution. George wrote elocution 
textbooks that were in popular use for over forty years.
The career of George Vandenhoff is best understood
in the context of the careers of his family members, whose
influence on him is undeniable. George wrote about his
family's heritage as follows:
Our origin is, of course, Dutch; an ancestral Dutchman 
came over to England in the train of William of Orange 
[1534-1584], and was, by that prince, so far distin­
guished, after his landing at Torbay on the 5th November, 
1688, as to be allowed to use armorial bearings, with 
the crest [of] a mailed hand and sword, with the motto 
'En avant'. The legend in our family is that these 
words 'En avant' (Forward!) were the exclamation made, 
and the order given by a Vandenhoff to his company, on 
leaping ashore at Torbay, suiting the action to the 
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The patriarchal figure in the Vandenhoff family
of performers was John M. Vandenhoff. His son George wrote,
"In our case, my father was the first of the name of
Vandenhoff who ever braved the dazzling glare of the 
2footlights. On March 31, 1790, John Vandenhoff was born m  
the English cathedral town of Salisbury, where generations 
of his family had lived. These early Vandenhoffs are
3thought to have been dyers by trade.
John Vandenhoff received his higher education at 
Stonyhurst College, Lancashire, England. His studies were 
directed toward preparation for priesthood in the Roman 
Catholic church. While in school he managed a production of 
Southern's Oronooko. He left college in 1807 and accepted a 
teaching position in the classics at a large academy in the 
south of England. After his first year, a growing interest 
in the theatre prompted him to direct his energy toward the 
stage. "Accordingly, at little more than eighteen years of 
age, he made his first appearance in the Salisbury Theatre 
(May 11, 1808) in the character of Osmond, in Monk Lewis's 
then highly popular, now forgotten, play of the Castle
4Spectre."
From 1808 until 1815, Vandenhoff served his 
apprenticeship in the provincial theatres of Exeter, 
Weymouth, Swansea, Bath, and elsewhere. During this period
13
he played a variety of roles in tragedy, comedy, farce, and
even English opera. As a company member of the English
Opera House (Lyceum), "he and Edmund Kean . . . sang
together the celebrated duet of 'All's Well' in the operetta
of the English Fleet.
In 1815 at the Theatre Royal in Liverpool,
Vandenhoff reaped audience acclaim for his portrayal of
Rolla in Richard B. Sheridan's Pizzaro and promptly became a
favorite with that public. Thereafter, Liverpool became his
homebase while he played in theatres at Manchester, Dublin,
and Edinburgh.
Covent Garden was one of the major theatrical houses
in London at this time. Regarding Covent Garden's season of
1820, William Charles Macready recorded in his diary:
The Covent Garden managers neglected no opportunity 
of enlisting recruits that might be likely to add 
strength to their corps, and with this view entered 
into an engagement with Mr. [John] Vandenhoff, who 
had obtained a considerable provincial reputation.6
On December 9, 1820, Vandenhoff made his debut at
Covent Garden in King Lear. Charles Kemble played Edgar to
Vandenhoff's Lear. "He [John] was at once recognized as a
7Tragedian of great natural and cultivated powers." During 
that engagement Vandenhoff performed Sir Giles Overreach 
(Philip Massinger's A New Way to Pay Old Debts) once, 
Coriolanus twice, and Rolla once. All four roles became 
standards in his repertoire. A London reviewer recorded 
some astute observations regarding the originality of 
Vandenhoff's acting style in his portrayal of Coriolanus:
14
His Coriolanus was conceived throughout with an 
unimpeachable correctness; equally free from the 
servility of imitation and the fastidiousness of 
dreading an occasional proximity of resemblance to 
his great predecessor [John P. Kemble]. He did not 
seem to be hunting for new readings in order to 
sustain his pretensions to originality; or 
perversely deliver a passage wrongly, because Mr.
Kemble had delivered it rightly before. Yet what he 
had studied, he had evidently made his own, had 
incorporated it with his own original conceptions; 
and in the passages in which he was least like to 
what we have heretofore been accustomed to, he 
appeared to us to be as truly in character as in 
those in which there was most resemblance.8
Further opportunity for success in London at this
time was unlikely for the best parts at Covent Garden were
in the possession of Charles Mayne Young, William Charles
Macready, and Charles Kemble, while Charles Kean, who had
just returned from America, was a principal player at Drury 
gLane. Therefore, Vandenhoff completed hxs Covent Garden 
engagement in February of 1821 and returned to the Theatre 
Royal in Liverpool. In the next few years he achieved 
popularity with Edinburgh audiences in the roles of 
Coriolanus, Macbeth, Othello, Cassius, Brutus, Cato, Creon, 
Adrastus, and Machiavel.
Vandenhoff returned to London in June of 1834 to 
play lead roles at the Haymarket Theatre. He received the 
highest praise from the critics and the warmest support from 
the public.
During the 1835-36 season Vandenhoff continued to 
play lead roles while alternating between Covent Garden and 
Drury Lane. In 1836 he joined Macready, Kemble, and Ellen 
Tree in Charles Kemble's farewell to the stage. They
15
appeared "to houses crowded to overflowing, several nights
at Covent Garden Theatre, in the Shakespearean plays,
Othello and Julius Caesar.11'*'*' Kemble played the roles of
Cassio and Mark Antony, Macready took Othello and Brutus,
and Vandenhoff played Iago and Cassius.
Among the roles originally created by John
Vandenhoff were Count d'Herlein in Frederick the Great,
Durand in Henriette, Leicester in Kenilworth, Louis XIV in
Duchesse de la Valliere, Pym in Strafford, and Eleazer in
The Jewess. All of these plays are long since forgotten.
Ellen Tree appeared opposite Vandenhoff in The Jewess, which
played for eighty-nine nights in succession at Drury Lane.
Shortly after the close of that run Vandenhoff arrived in
America to fulfill an engagement at James William Wallack's
National Theatre, located at the corner of Leonard and
Church streets in New York City. He was perhaps the first
really distinguished English actor to make his American
12debut at a theatre other than the Park. Coriolanus was 
selected as the piece for this occasion of September 11, 
1837. Henry Wallack played Tullus Aufidius to Vandenhoff's 
Coriolanus.
In evaluating Vandenhoff1s American debut, James E.
Murdock echoed the favorable remarks made by a London critic
almost ten years earlier. Murdock recalled Vandenhoff's
Coriolanus as follows:
I saw him first in Coriolanus, when he impressed me 
as the true ideal of the Roman character more 
thoroughly than any actor I had ever seen. The 
proud patrician himself could not, in my mind, have
16
had a more lordly and warrior-like bearing than 
Vandenhoff imparted to Shakespeare's Roman hero.
There was a sharp ring in his voice and an incisive 
stroke in his utterance of command and rebuke that 
rung the words like a shot, energizing every 
sentence, leaving nothing uncertain to the 
understanding, the feeling, or the ear; while in his 
declamatory or deeply contemplative tones there were 
the stately pace of quantity and the measured flow 
of rhythm, which gave to his recitations a grace and 
dignity fully equal to all the requirements of the 
Tragic Muse.13
Murdock was joined by others in lavishing
commendations on the visiting actor. Adding to his praise
of Vandenhoff's Coriolanus, one New York critic extolled the
actor's talent by comparing his ability to that of Macready.
In Macbeth, too, we opine that Mr. Vandenhoff is 
scarcely excelled even by Macready— still less by 
any other living tragedian; and at neither of the 
two great London theatres, where we saw Macready in 
this character about a year since, was the play 
otherwise better done than at the National. In his 
personation of Hamlet, I ago, and Cato, Mr. Vandenhoff 
is also pre-eminently great, if not unequalled. He 
has strongly comfirmed his reputation as an artist 
of the first order in his profession.14
Comparison of John Vandenhoff to titans of the
American and British stages was extended to include
predecessors George Frederick Cooke and David Garrick.
Words were wanting to express the admiration of the 
critics of this gentleman's transcendent talents.
Many who remembered Cooke, pronounced Vandenhoff his 
superior, and his Cato— a part in which Garrick 
failed— and his Hamlet are remembered by many as 
perfect masterpieces.15
On September 30, 1837, the New York Mirror reported 
that Vandenhoff "has gone through his round of characters at 
this theatre [Wallack's National], and his efforts were 
nightly greeted with enthusiastick [sic] applause. He is
17
intellectual and a noble tragedian, and the more he is seen, 
the better he will be liked." The majority of Vandenhoff's 
appearances were at New York's National Theatre during this 
tour; however, his schedule included performances at Phila­
delphia's Chestnut Street Theatre, Boston's Tremont Theatre, 
and Washington's National Theatre.
Charles Durang, a contemporary actor-critic, 
reported on Vandenhoff's portrayal of Coriolanus in his 
first night performance at Philadelphia's Chestnut Street 
Theatre on October 9, 1837. Durang observed that Vandenhoff 
presented "not only the physical contour of the proud 
patrician soldier, but the very soul of that historical 
personage." Vandenhoff chose to perform Hamlet at the 
Chestnut Street Theatre on October 21. Regarding this 
performance, Durang noted that "this engagement produced no
sensation with the public. Opinions were various and
17conflicting as to this tragedian's merits." Vandenhoff's
Hamlet, being in the classical style of the Kembles, was
probably too tame and dignified— not an interpretation of
the role that was popular with audiences of the day. Other
Vandenhoff performances in Philadelphia during the 1837
season noted by Durang were those as Cardinal Wolsey on May
1 and his farewell benefit on May 2 for which he chose to do
Coriolanus followed by Felix in The Hunter of the Alps.
Durang termed Vandenhoff's Philadelphia engagement "a
18pleasing affair."
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James E. Murdoch and John S. Gilbert supported 
Vandenhoff in his performances at Boston's Tremont Theatre. 
Some forty years later, Murdoch recalled his reactions to 
Vandenhoff's characterizations of Cato and Richelieu:
Mr. Vandenhoff was in all probability the 
finest tragedian of the classic school of acting 
ever seen on the American stage. He was a scholar 
and a gentleman of refined manners as well as a 
great actor. . . . His Cato was a revelation to the 
young American actor of a half century ago in fine 
elocution and courtly manners. If John Phillip 
Kemble was a more perfect Cato than Vandenhoff, then 
was Kemble a greater actor than even his storied 
record makes him appear. Bulwer's Richelieu, as 
impersonated by Vandenhoff, was not only the crafty 
statesman, but, what no other actor ever made him, 
so far as my impressions are concerned, the proud, 
haughty, imperious churchman. The very impress of 
the Vatican marked his bearing in both voice and 
diction. . . .  In Vandenhoff you beheld the 
embodiment of the power of Rome, and in his voice of 
solemn earnestness and conscious dignity you felt 
what would be the fatal consequence of having the 
mandates of the supreme head of the church.1^
Of the more than eighteen characters portrayed by 
Vandenhoff during his eight-month engagement, Shakespearean 
tragic figures dominated his list of offerings.
In assuming management of Covent Garden, William 
Charles Macready obtained Vandenhoff as a member of the 
company for the 1838-39 season. During this time Vandenhoff 
distinguished himself in the role of Adrastus in Ion. 
Talfourd, the playwright, noted that Vandenhoff "raised 
Adrastus to the dignity of the principal part in the
At the close of his Covent Garden engagement 
Vandenhoff returned to Wallack's National Theatre in New 
York where he was to open in the autumn of 1839.
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Vandenhoff's primary objective was to introduce his
daughter, Charlotte Elizabeth, to the American audience.
The National Theatre burned shortly after the Vandenhoffs
arrived and Wallack moved his company to the adjoining
Niblo's Garden. Regarding that fire, the Times reported:
Most of the performers engaged at the National 
sustained losses by the conflagration of the 
theatre. Mr. Vandenhoff lost many of his valuable 
dresses (Macbeth's, &c.), a number of highly prized 
swords, and what is more regretted, a portion of his 
theatrical library. Mr. Kean, who had recovered 
from his illness, and was to appear on that evening 
in Richard, saved his wardrobe, &c., through the 
activity of his servant.21
Vandenhoff chose Hamlet for his opening on
October 1. The Spirit of the Times for October 5, 1839,
was most complimentary of Vandenhoff's performance of
Hamlet:
We like, then, the performance of Mr. Vandenhoff's 
Hamlet, for a reason that, we can easily understand, 
may render it anything but a popular performance.
He acts it quietly and without that obeisance to the 
mass of hearers, which at once degrades the author 
and the actor. In a word, he acts Shakespeare's and 
not the Stage Hamlet.
These astute remarks suggest that the critic was well aware
of general audience sentiment toward Vandenhoff's
interpretation of the role. Continuing, the writer paid
Vandenhoff a supreme compliment.
Mr. Vandenhoff presents the character, not as if he 
were playing it, but was the character himself. He
seems to be thinking audibly. Thus his soliloquies
are perfect gems of recitation.
He then related a bit of stage-business utilized by
Vandenhoff that enhanced the playing of Hamlet.
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Mr. Vandenhoff dispenses with the miniatures of the 
two Kings, in the closet scene, and supposes their 
portraits to be hanging on the wall, as he directs 
the attention of the Queen to them, in that 
admirable passage, 'Look here,— upon this picture, 
and on this!1 He is clearly and indisputably right 
in this point . . . .  Instead of sitting, and 
holding two small miniatures in his hands, he 
stands, and points out to the listening Queen the 
distinctive pecularities of the two brothers. . . .
What is the meaning of this language, if it is not 
to point out to the Queen, as she gazes on the 
portrait, the attitude, the position, and figure, of 
her murdered lord!
Vandenhoff's Hamlet was by comparison much unlike
the Hamlet audiences were generally accustomed to witness.
The critic arrived at the conclusion that
None can do the part full justice, although, to our 
minds, the artist who is the subject of this 
too-protracted article, is more nearly competent to 
the task, as a whole, than any other whom we have 
seen attempt it.
Evaluative observations noted by that critic suggest 
the basis for John Vandenhoff's success as a performer. He 
was a thinker, a respecter of the text, and therefore 
original in his portrayals— not an imitator of other 
artists. His influence in this manner was later reflected 
in the successful career of his son, George Vandenhoff.
The next evening (October 2, 1839) following Hamlet, 
Vandenhoff introduced his daughter, Charlotte, to an 
American audience by appearing with her in The Hunchback at 
Wallack's Niblo's Garden. They continued to play opposite 
each other throughout the remainder of their tour.
Durang recorded that the Vandenhoffs played a 
limited engagement in Philadelphia. He recalled that on 
November 18 they opened in The Hunchback and followed with
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Cato, Richelieu, Ion, The Liar, Hamlet, and The Wife on
successive nights. They were then re-engaged for an
additional week during which time Vandenhoff appeared as
Coriolanus, "a part he was very much applauded in. His look
and port in this proud patrician were very imposing. He
22seemed the noblest Roman of them all."
It is of particular interest to this study to note
that during this, his second trip to America, John
Vandenhoff engaged in a series of public reading
performances, the first of which was given on December 24,
231840, m  Boston. A following reading was announced by the
Spirit of the Times on January 30, 1841.
Mr. [John] Vandenhoff will give a selection of 
readings from the British poets, illustrative of 
characteristic expressions, at the Hall of the above 
named institute [New York Society Library] on 
Wednesday, February 10, 1841, to commence precisely 
at 7 o'clock. Tickets of admission 50cts. each may 
be had at the principal music and bookstores.
Vandenhoff's readings were to prove significantly 
influential upon one member of his audience. Anna Cora 
Mowatt, wife of James Mowatt and a member of the 
historically and socially prestigious Ogdens of New York, 
attended more than one of these readings. In her 
autobiography Mrs. Mowatt recorded:
The elder Vandenhoff had just given a successful 
course of readings in New York. I had been present 
on several evenings. His hall was crowded and his 
audiences were highly gratified.24
Shortly thereafter, the Mowatts encountered 
financial disaster. Recalling the pleasurable experience of 
hearing Vandenhoff, Mrs. Mowatt was inspired to pursue a
22
career in public reading. She became the first "lady"
25elocutionist m  America.
After having been in America for almost a year and
a half, the Vandenhoffs appeared at the newly rebuilt
National Theatre in March of 1841. Afterwards, they played
an engagement of four nights at Boston's Tremont Theatre
prior to sailing for home. Arriving in England, they
continued to make appearances in the theatres of
Vandenhoff's earlier days. "In January of 1857, Vandenhoff,
with his daughter, paid a starring visit to Edinburgh,
bidding it farewell on 25 February as Wolsey in Henry VIII,
Mr. (afterwards Sir Henry) Irving playing Surrey. On 29
October of the next year [1858], at Liverpool, he took
2 6farewell of the stage as Brutus and Wolsey." An account 
of John Vandenhoff's retirement from the stage was reported 
as follows:
Mr. Vandenhoff (the Vandenhoff) whose name has 
been honorably identified with the British stage for 
the past quarter of a century, took his farewell of 
the boards at Liverpool last week. It is the custom 
in these times for artists to take a half-a-dozen of 
farewells of the public . . . but there is no doubt 
that the leave taking of Mr. Vandenhoff is final and 
sincere--not a mere pretence (as is often the case) 
to stir up the public to a certain enthusiasm which 
serves the double purpose of gratifying the actor's 
vanity and putting a few pounds in his pocket. Mr. 
Vandenhoff, according to local papers, was deeply 
moved, and spoke in a most feeling manner.27
Vandenhoff concluded his farewell address by saying:
At twenty-four I first became a candidate for 
honours here [Theatre Royal at Liverpool]— at 
sixty-eight I am resigning all claim to your 
attention. These periods record my entrance and my 
exit on these boards--the beginning and the end.
The poor Player has fretted his hour on the Stage, 
and shall now be heard no more.28
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As the following passages indicate, John 
Vandenhoff's histrionic reputation was highly regarded.
We know no man on the stage who could reach the 
dignity of an action . . . with the facility and 
power displayed by Mr. Vandenhoff.29
His performances in American received the 
highest encomiums from the press and the public, 
while his private character was such as to recommend 
him to the undivided respect of all who knew him.30
Contemporary critics are very warm in their 
praise of Vandenhoff's tragic powers and scholarly 
execution. He was an actor who showed the combined 
influence of the Kemble and Young schools, with 
modifications caused by the influence of George 
Frederick Cooke and Edmund Kean, and with little of 
that stilted formalism which caused the revolt 
against Kemble and his associates. He is said to 
have been neither pertinacious, pedantic nor 
critical, and to have excited a great power over the 
heart, without inflating tragedy into bombast or 
comedy into buffoonery.
The majority of the English dramatic writers 
ranked Vandenhoff, the elder, next to Macready, both 
in intellect and power. There was certainly a 
peculiar grandeur— a heroic mien--about the late Mr. 
Vandenhoff, that impressed his auditory [sic] 
electrically, and which the best of his 
contemporaries did not impart. His elocution was 
admirable; his voice deep, musical and sonorous, the 
tones ever well modulated. He was accused of 
'sluggishness of style;' but, when he was aroused by 
any opposite genius, or rival, he was touchingly 
impassioned, and shone with sublimity.32
Only a few months prior to his death, Vandenhoff was
honored in Liverpool "with a magnificent testimonial from
old friends and admirers; the Mayor, who presided on the
occasion, being seated in the (well authenticated) chair in
which Robert Burns wrote 'Cotter's Saturday Night,' and the
whole company present pledging their guest in a cup that
33belonged to [David] Garrick."
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On the evening of October 4, 1861, John Vandenhoff 
apparently suffered a stroke after dinner at his home, 34 
North-bank, Regent's Park, and died within a matter of 
hours. Vandenhoff had three children, Charlotte Elizabeth, 
George, and Henry, all of whom continued in the professional 
tradition of their father.
Charlotte E. Vandenhoff
Charlotte Elizabeth, the elder of John Vandenhoff's
three children, was born in Liverpool, England, in 1818. At
the age of eighteen she made her stage debut at Drury Lane
theatre in April, 1836, appearing in the role of Juliet.
She next played at Covent Garden and then went on to the
Haymarket Theatre "to establish herself as a capable actress
in parts in which delicacy and feeling, rather than strength
34or passion were required." Charlotte's theatrical career 
was closely aligned with the later years of her father. 
Because he was a noted tragedian, her experience was confined 
primarily to playing tragic roles. In playing opposite her 
father, Charlotte escaped years as an apprentice.
In addition to Juliet, some of her more popular 
portrayals were the roles of Julia in The Hunchback, Pauline 
in Lady of Lyons, Cordelia in King Lear, Imogen in 
Cymbeline, and Margaret in Love's Sacrifice.
In 1837 at the Haymarket Theatre Charlotte created 
the role of Lydia in Sheridan Knowles' Love Chase. In 1851 
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"Her chief triumph was as Antigone in a translation from
Sophocles at Covent Garden on January 2, 1845, in which her
35 •father played Creon." Charlotte played the title role m
Euripides' Alcestis, in a translation by Henry Splicer, at
the St. James Theatre on Janury 15, 1855.
In the company of her father, Charlotte made her
American debut in October, 1839, at Niblo's Theatre in New
York City. Manager James W. Wallack gave her star billing
as Julia in The Hunchback. Continuing in this role,
Charlotte appeared for the first time in Philadelphia at the
Chestnut Street Theatre on November 18, 1839. Durang
recorded his impression of Charlotte's performance that
evening as follows:
She looked to us from the front at night, the only 
place whence we saw her, to be a mere stripling of a 
girl in appearance. She was tall and thin, and not 
yet rounded into womanhood's proper proportions.
She seemed well schooled, of course, as the daughter 
of a veteran, but wanted the ease and repose that 
long practice only can give. She was not deficient 
in voice, which was of large compass, but lacked 
just modulations. She read well, and all her 
objectionable points were susceptible of removal.36
After The Hunchback, the Vandenhoffs on successive
evenings offered Cato, Richelieu, Ion, The Liar, Hamlet, and
The Wife. Durang noted that "in Ion she made a more
37favorable impression than any other part." He also added
that "we have no doubt the lady, descending from a talented
38stock, inherits its genius."
Julia was also the role for Charlotte's debut at the 
Park Theatre in New York on January 7, 1840. Judging from 
the favorable criticism later given to Charlotte's
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performances, a great service might well have been rendered 
her earlier by a critic for the Spirit of the Times. That 
writer, referring to Charlotte's portrayal of Julia in her 
Park debut, expressed the opinion that reviewers for other 
papers had been "indiscriminate," "extravagant," and 
"almost preposterous" in their flattery of Miss Vandenhoff's 
performance.
An unusually lengthy review appeared in the Spirit 
of the Times, January 11, 1840:
Beyond the possibility of doubt, we believe her 
performance of Julia on Monday evening [January 7,
1840] to have been one of the most crude and faulty 
attempts ever witnessed; . . . Our condemnation extends 
both to her conception and her execution of the part.
In the former, she seemed to lose sight altogether of 
the delicacy of feeling which should characterize the 
Julia of Sheridan Knowles. . . .
But if her conception was faulty, much more so 
her execution of the part, literally, it outdid 
termagant . . . .
Her voice is unfortunately harsh and dissonant; her 
enunciation is formal and precise--too like that of a 
school girls reciting to a watchful mistress. . . .
In . . . more passionate scenes [are to be found] 
her most notable faults. She divests the character of 
that pathos which has so moved us when presented by 
others. . . . Miss Vandenhoff almost shrieked forth, 
literally, "tearing a passion to tatters."
But enough of condemnation. Because Miss Vandenhoff 
has not yet attained, at her youthful age, the highest 
honors of her profession, she should not, therefore, 
despair of ultimate success. She has much cleverness 
and youth, and beauty, on her side; she has the best of 
teachers in her father— one of the best actors; she has 
application, too, and, with all these appliances for 
success, she must yet become distinguished upon the 
stage. . . .
. . . nothing can be more foreign to our thought 
than to impede the progress of this young lady in an 
arduous profession. But before she can place herself at 
the head of it, she must be convinced, and her 
instructor must be convinced, that she is not there 
now. . . . Common fairness and truth demand that such 
puffery [by other critics] should be exposed.
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A review of Miss Vandenhoff's portrayal of Julia at 
the Tremont Theatre in Boston ten months later indicated 
that, presumably under the tutelage of her father, Charlotte 
had successfully overcome many of her weaknesses. The 
Boston Nation for October 24, 1840, described her voice 
favorably as "unequalled for its rich melody of tone" and 
said that she possessed "distinct and clear enunciation." 
However, the writer noted that "some of her pronunciation 
runs into the affectation of the day; which is fast 
destroying the good old Anglo-Saxon mode of speaking, and is 
most especially injurious upon the style, which can no 
longer be looked upon as a school of elocution." He 
recognized this as a fault not peculiar to Miss Vandenhoff 
but rather as indicative of "the perverted taste of the 
time."
As for Charlotte's concept and execution of the role 
of Julia, the same article compared her acting with that of 
three well-known performers of the same part. Fanny Kemble, 
who first created the role, "played Julia with an energy and 
power that were astonishing and appalling." Fanny Jarman's 
Julia was "subdued and convulsed feeling--it was deep 
emotion, but strong passion." Ellen Tree's Julia was similar 
to that of Jarman's, "but more womanly, more fresh and rich 
in action and expression." The reviewer concluded that 
"Miss Vandenhoff stands side by side with these eminent 
actresses . . . but for qualities still different from 
theirs." He observed Charlotte's Julia to be a younger
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creation than either of the others, possessing a believable 
quality of girlish simplicity. The same article continued:
. . . Miss Vandenhoff was exquisitely correct,
and unsurpassed in the effects produced in the ever 
varying passages of the play. In her resentment 
hasty and pettish; in her love ardent; in her 
difficulty bewildered, in her final purpose 
resolved, she seemed the real life of a young heart 
distraught, and not the imitation of the drama. In 
some passages she manifested the energy of high 
wrought passion and distress— in others the 
tenderness of subdued love— in all accurately true 
to nature--in all a human being and a real girl.
Mr. and Miss Vandenhoff, described as being
39"sterling and popular artists," after completing their 
American tour, returned to England in March, 1841. Although 
John Vandenhoff gave a series of public readings during 
their tour, Charlotte apparently did not participate in this 
type of performance.
Their eighteen months theatrical engagement, 
principally in New York, Philadelphia, and Boston, seemingly 
provided a period of artistic growth for Charlotte. The 
Times of September 12, 1842, spoke favorably of Charlotte's 
portrayal of Margaret in Love1s Sacrifice at Covent 
Garden:
The reception of Miss Vandenhoff who has been 
several years in America, was most encouraging. She 
acted with a great deal of determination and inten­
tion, and it was her unceasing exertion that chiefly 
contributed to bring out the strong points of the 
piece. . . . Whatever doubt there may be as to the 
details of her execution, there is none that she is 
really in earnest.
The Spirit of the Times, May 10, 1845, reprinted
an article that first appeared in London's Age and Argus,
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April 12, 1845, which expressed delight with
Charlotte's having ventured into the playing of comedy.
Everyone knows what Miss Vandenhoff is in tragedy; 
but we are sure that those who have been gratified 
by her acting in tragic characters will be no less 
pleased to hear her most successful portrayal of the 
best class of comedy. Her performance [Rosalind in 
As You Like It] was finished, forceful, and 
ladylike; and she looked exceedingly well.
In physical appearance, Charlotte was described as
having "good height, but rather slender figure; and her
face, though not of a bold and striking cast of feature, is
40beautiful, interesting and expressive." "Expressive" was
also consistently used to describe her father's face. In
fact, Charlotte bore a striking resemblance to her father.
On July 7, 1856, at St. Mary's Church in Hull,
England, Charlotte married British actor Thomas Swinbourne.
Six months later she joined her father in his farewells to
Edinburgh and Liverpool. Accompanied by her husband,
Charlotte returned to America in December of 1858. Together
they introduced her new play entitled A Woman's Heart.
Although new to American audiences, that play had been
produced some years earlier (1852) at the Haymarket Theatre in
41London with Charlotte playing the heroine.
Shortly after the Swinbournes' return to England, 
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George Vandenhoff
George Vandenhoff, son of actor John Vandenhoff,
was born in Liverpool, England, on February 18. His
obituary, appearing in the New York Mirror of August 14,
1886, cited 1813 as his year of birth. Reports from other
42sources differ by as much as seven years.
Vandenhoff's first entrance upon the stage was 
anything but professional. the New York Mirror of August 
14, 1886, recorded an interesting account of Master George 
first, unofficial, stage debut:
His first appearance in public was somewhat 
prematurely and unexpectedly effected. One night, 
when he was about seven years of age, as a great 
treat he was taken to the play for the first time in 
his life. He sat with his mother in the stage box.
The bill was Macbeth, and the title role was filled 
by Vandenhoff, the elder. Young George watched the 
piece with childish excitement. It was all real—  
too real--to him. When Macduff began the fight, 
with the Scotch Thane in the last act, the child's 
dread knew no bounds. He slipped off his seat, 
unnoticed by his mother, ran through the private 
door that led from the box behind the scenes, rushed 
upon the stage and, catching Macduff's murderous 
blade, shouted in a shrill treble that was heard all 
over the house, "You shall not kill my father!" The 
audience roared at and applauded this unforseen 
situation; the tragedian muttered something that 
sent the youngster abashed into the wings, and the 
play proceeded to its conclusion. George was well 
spanked for his exploit, and he did not see the 
inside of a theatre again for many years.
Vandenhoff's Leaves from an Actor's Note-Book is 
the best source of biographical data for those years prior 
to his arrival in America in 1842. There George recalled 
that he "was sent away from home to school at a very early 
age, and afterwards to the same college at which my father
33
43had been educated." "George was carefully reared and
given the advantages of a liberal education. He went to one
of the leading universities [Stonyhurst], from which he
graduated with honors. He excelled in the classics,
rhetoric, and belles-lettres, and in these studies he
captured all the prizes and medals offered by the 
44institute." The elder Vandenhoff was determined that his
son not be attracted into a theatrical profession and
therefore directed George's attention toward the study of
law. George noted that, while in school, "all dramatic
45works were forbidden lore" to him and that he was
expressly denied participation in the school plays.
Upon receiving a law degree from his father's alma
mater, Stonyhurst College, Lancashire, England, George was
granted admission to practice law and obtained the important
office of "Solicitor to the Trustees of the Liverpool
Docks," the second highest legal office endowed by the
borough. He found this to be a secure position with a
handsome income.
George vowed he had no particular predilection for
the stage even though his father was an eminent and
prosperous actor. Yet, when an unhappy affair of the heart
became overly taxing for Vandenhoff to the point that he
could not properly concentrate on his duties, he resigned
his position and turned to the theatre as a profession.
46Even though he "was anything but stagestruek," he 
considered a theatrical career to be the solution to his
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need for diversion. The change in occupational interest 
temporarily accomplished Vandenhoff's purpose. However, 
twenty years later he doubted the wisdom of his decision and 
offered the following advice to young aspirants to a stage 
career:
The result of my experience is, that the stage is 
the last occupation a young man of spirit and 
ambition should think of following, for this one 
reason, if for no other; that it seems to cut him 
off from the business of life, and from the great 
movements and practical working of the world--the 
objects of a worthy and legitimate ambition.47
Ironically enough, Vandenhoff had purposely sought this form
of escape when he chose to enter the theatrical profession.
Once having made his decision, though much against 
the wishes of his father, Vandenhoff called upon Madame 
Vestris, who at that time was manager of the leading theatre 
in London. Vandenhoff reported that Vestris graciously 
received him at Covent Garden Theatre although she was 
astonished at his sudden and decided interest in the 
theatre. However, after consultation with the acting 
manager, George Bartley, Vandenhoff was hired for the 
upcoming season (1839-40) at a salary of $40 per week. It 
was decided that in three weeks he would debut in the role 
of Leon in Beaumont and Fletcher's Rule a Wife and Have a 
Wife. Vandenhoff noted that he had not studied this or any 
other part and was totally unprepared. However, he had seen 
many plays and had witnessed performances by most of the 
principal actors of the day but himself was a complete 
novice. George vowed that his father had not given him a
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previous hour of instruction in elocution at this time, for 
the stage had been forbidden territory to the younger 
Vandenhoff.
George remembered that the character of Leon had
been a favorite of both John Philip Kemble and Edmund Kean.
He "had seen old Kean as a boy, and sat on the knees of John
48Kemble, as a baby." Acknowledging that acting was not to 
be acquired by contact or through association, Vandenhoff 
began to prepare for his debut, scheduled for Monday,
October 14, 1839. The Times made the following announce­
ment:
THEATRE ROYAL, COVENT GARDEN— This evening, RULE A 
WIFE AND HAVE A WIFE. Michael Perez, Mr. C.
[Charles] Matthews; Leon, Mr. G. Vandenhoff (being 
his lrst appearance on the stage); Cacafogo, Mr.
Bartley; Margarita, Mrs. Brougham; Victoria, Miss A. 
Taylor; Estifania, Mrs. Nisbett. After which, DR. 
DILWORTH. To conclude with THE LOAN OF A LOVER.49
George wrote that for his debut he wore "the very same
costume that John Kemble had worn for the part."~^
The Times reviewed Vandenhoff's debut:
Beaumont and Fletcher's comedy of Rule a Wife 
and Have a Wife was produced last night. The part 
of Leon was played by a Mr. G. Vandenhoff, who made 
his first appearance. He is a respectable but not a 
striking actor; his voice is clear, his enunciation 
distinct, and his declamation, for the most part, 
even and good. On the other hand, he is completely 
passionless, has no shadowings out of emotion, and 
in parts requiring tenderness his voice sounds 
exceedingly hard and harsh. His figure is good, but 
his gait is not free from awkwardness. It will be 
understood that all our praise of him begins at the 
time when Leon assumes his real character. The 
idiot was no idiot at all; but merely a sedate, 
prosy person, uttering a number of unmeaning 
sentences, and what Mr. G. Vandenhoff intended to 
convey we are utterly at a loss to conjecture. Much 
allowance, however, must be made for the nervousness
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of a first appearance. His first speeches, where 
Leon throws off the idiot, were well delivered and 
impressive, though very quiet. Here indeed, and in 
similar parts, the favourable impression on the 
audience was made, for when the modulations of 
varying passion were required all was tame and 
lifeless. From his general good sense and 
qualifications Mr. G. Vandenhoff may doubtless prove 
an acquisition to the stage. . . . The House was 
well attended, and G. Vandenhoff was called for at 
the fall of the curtain.51
Vandenhoff demonstrated objectivity in his reaction
to evaluations of his debut. Rational thinking seems to
have guided his interpretation of critical reviews of his
dramatic performances:
I know not whether it is a source of greater conso­
lation or confusion to the mind of an artiste of 
any pretensions, to observe that if he extract 
passages of praise only, from the different journals, 
he may establish himself, by the accretion of these 
culled selections, perfect in every point . . .  a 
piece of Carrara marble, free from bias, flaw, or 
blemish; while, on the other hand, if he collect 
the censure in detail, he may find himself a conglom­
erate incarnation of faults, defects, overdoings, 
underdoings, misfeasances and malfeasances.
For myself, looking back to that my "maiden 
effort," I willingly acknowledge the extreme 
indulgence of the London press in my regard. Times,
Herald, Post, Chronicle, Sun, all spoke most 
favorably of my debut, and all were very lenient to 
the faults and deficiencies inseparable from a first 
attempt.52
Tom Greene, a fellow company member, greatly
complimented George after his debut. Vandenhoff recalled
Greene as having said "it was refreshing to see an actor
[Vandenhoff] who could speak naturally, and did not imitate 
53Macready!" Continuing to react to evaluations of his debut,
and Greene's remark, George reflected that
whether I merited the exceptional eulogium or not, 
it is certain that, in it, he hit exactly the two
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great blots and vices of the acting of the day, --an 
unnatural and inflated style of delivery, and a 
servile imitation of Mr. Macready. It seemed to be 
forgotten that acting is, or ought to be a copy of 
nature; and that the tragic style is only an 
elevation of the simply natural one; just as blank 
verse is more elevated than ordinary prose. But 
this elevation is not to be on stilts.
A natural delivery and non-imitation were two elements
characteristic of the Vandenhoff style and consistently
advocated by George in his later elocutionary teachings.
Speaking of George's debut, Noah M. Ludlow wrote: 
"This success was remarkable, as being seldom the result of 
first appearances on the stage. But Mr. Vandenhoff had the 
prestige of his father's name and professional standing as a
popular actor and a highly respected man, to smooth the way
54 • •for him." Undoubtedly, there were others who joined m
Ludlow's opinion; however, it must be remembered that John
Vandenhoff objected to his son's going on the stage and it
is unlikely that the elder Vandenhoff exerted any effort to
accommodate George in his endeavor. Admittedly, mere
association by name with a successful family member often
provides an entree to public recognition; however, without
the support of that successful family member the neophyte,
on his own, must earn public acclamation. Records reveal
that Vandenhoff maintained the public's continued acclaim
through his own efforts.
Rule a Wife and Have a Wife played for five 
alternate nights at Covent Garden. Thereafter, Vandenhoff 
was granted a week's leave to accept a five-night engagement 
at the Theatre Royal in Liverpool. He repeated Leon twice
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and played three additional roles: Duke Aranza, Julien St.
Pierre, and Faulconbridge. When he returned to London, he
was given additional time off, for Ellen Tree, who had just
returned from America, was enjoying an extended run at
Covent Garden in Sheridan Knowles's Love. Vandenhoff
utilized his freedom to study new parts and also began an
extended study of the role of Hamlet. He later recorded
that four hours a day for a period of six months were
55devoted to this preparation. At the time, it was most
unusual for an actor to devote this length of time to the
study of a role.
The second role played by Vandenhoff at Covent
Garden was Lovewell in Clandestine Marriage by David Garrick
and George Colman. His third role was that of Mercutio in
Romeo and Juliet. Other roles he played during his first
season at Covent Garden were Modus (The Hunchback),
Ctesiphen (Ion), Colonna (The Legend of Florence), Careless
(Double Gallant), Laertes (Hamlet), Claudio to Charles
56Kemble's Benedick (Much Ado About Nothing) and Mark Antony 
(Julius Caesar) at the Victoria Theatre, for the benefit of 
the dramatic fund.
Upon concluding his first season with Vestris and 
Matthews at Covent Garden, George played a series of short 
engagements. For a six-night engagement in June, 1840, he 
was given star billing by the theatre in Preston, a 
manufacturing town in Lancashire. During the engagement 
Vandenhoff portrayed for the first time the roles of Hamlet
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and Othello. In July, George was engaged for two weeks by 
the Theatre Royal in Liverpool. Once again he received star 
billing and the opportunity to play Hamlet. In addition, he 
played Mercutio, Othello, and Mary Antony. For his benefit 
Vandenhoff chose to portray Claude Melnotte in The Lady of 
Lyons. On August 1, 1840, he appeared as Mercutio at the 
Theatre Royal, Manchester, for one night.
For the next year Vandenhoff played in several 
provincial towns and returned to Liverpool and Manchester 
for second and third engagements. He continued to add new 
roles to his repertoire: Macbeth, Charles Surface, Marcus 
Brutus, Octavian, Master Walter, and Richard III. He then 
returned to Covent Garden for the 1841-42 season and opened 
on October 12, 1841, in Sheridan Knowles's Old Maids. The 
first new character played by George during this season was 
Stanmore in Dion Boucicault's Irish Heiress. He did not 
feel comfortable in this role, commenting that it was a 
long, disagreeable part undertaken by him at the particular 
request of the author and the management. John Vandenhoff, 
George's father, was present on opening night and afterwards 
was asked by George Bartley, the acting manager, "Well, what 
do you think of your son?" John replied: "My son saved your 
play; — that's what I think."57
The resident company of Covent Garden for the 
1841-42 season was comprised of thirty-two people. Guest 
artist Adelaide Kemble, who opened on November 2, 1841, in 
the opera Norma, required an additional seven persons, a
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full singing chorus, and a corps de ballet for support. The 
production was popular with audience and played to full 
houses through February; however, the expense incurred in 
hiring extras plus lavish scenic costs was overwhelming and 
the season was forced to close early.
Charles Kemble replaced Vestris and Matthews as 
manager for the 1842-43 season. He asked George to remain 
and offered positions to the elder Vandenhoff and Charlotte. 
John Vandenhoff and his daughter had recently enjoyed a 
successful tour in America. They accepted Kemble's offer to 
become principal supports for the forthcoming season at 
Covent Garden; however, George declined. He had previously 
decided to secure an engagement in America.
Communicating with Edmund Simpson, Manager of the
Park Theatre in New York City, Vandenhoff completed
arrangements for an engagement to begin in September. In
the meantime, he finished the 1841-42 season by joining his
father and sister at the Theatre Royal in Liverpool. This
was the only time that the three Vandenhoffs appeared
together. They performed Romeo and Juliet, As You Like It,
Ion, The Wife, Love, The Hunchback, and Bride of Messina.
Vandenhoff later reflected on this experience as follows:
Our joint engagement created considerable interest 
and drew fine houses; but my father, I was sorry to
see, was very ill at ease in playing with me, and I
felt no less gen! with him; he could not get over 
his feeling of disappointment at my having adopted 
the stage as a profession: this affected his 
acting, and I saw that it did: it was continually 
betraying itself, and destroying his abstraction, 
and his self-identification with his character, for 
the night. My sister was aware of this, too; and,
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of course, she was unpleasantly acted on by her 
consciousness of it. In fact, it threw us all off 
our balance; and we were very uncomfortable all 
round. The audience, of course, knew nothing of 
these "secret stings:" to them, the affair was a 
delight, and to us, in their eyes, a triumph. They 
applauded, and called, and bouquet'd us, night after 
night, regarding us as the happiest, most united, 
mutually-contented family party ever seen upon any 
stage!58
Following the family engagement, Vandenhoff 
continued at the Theatre Royal in Liverpool for his farewell 
performance. He appeared as Macbeth, Lord Townley, 
Faulconbridge, Virginius, and Jacques, and in The Stranger. 
His last appearance, on August 1, 1842, was as Hamlet.
Later that month, Vandenhoff boarded the Garrick and arrived 
in New York City on September 14, 1842. The remainder of 
Vandenhoff's career, primarily in America, is reserved for 
later chapters.
George Vandenhoff's life was a productive one, 
filled with varied activities. It is regrettable that 
unfortunate circumstances should have prevailed during his 
declining years to prevent his enjoying an otherwise 
contented retirement. A close family friend and reporter 
for the New York Mirror wrote:
Mr. Vandenhoff's wedded life was not happy. His 
taste and those of his wife were dissimilar and they 
did not dwell in unity of spirit. The evening of 
both their lives was made miserable by estrangement 
and ultimate separation. The household broke up.
The son [George Jr.] remained with his mother while 
the husband and father went to end his days in 
England. . . .  As the idle tongue of gossip has 
frequently wagged in connection with the separation 
and affairs of this couple, the writer feels it his 
duty, as old friend of the family, to state from his 
positive knowledge that the husband at all times 
fulfilled his duties and obligations to his wife and
42
son so far as he was able. Although a proud man, 
his pride was of the right sort. He had a large and 
generous heart, and his conduct through life was in 
conformity with the highest principles of honor and 
integrity.59
On June 16, 1885, George Vandenhoff died at his 
retreat in Brighton, England.
Mary Bates Makeah 
(Mrs. George Vandenhoff)
American actress Mary Makeah married George 
Vandenhoff on August 20, 1855, at Trinity Church in Boston. 
This union produced one son, George Jr., born in 1859.
Mary Makeah was born a Bates in Savannah, Georgia, in 1836. 
Mary never knew her parents, for, when she was only one year 
old, yellow fever claimed her mother, father, and sister. 
Mary was taken to Boston by her grandfather, Judge Bates, 
who at one time was a man of distinction in Massachusetts 
politics. Reared in her grandfather's home, Mary received a 
liberal education, something accorded very few women of her 
time.
Adopting Makeah as her professional name, Mary made
her stage debut at the Metropolitan Theatre in New York City
on October 9, 1854, "after being many months under the
6 0tutelage of Mr. James Wallack, Senior." Reportedly, she
was well received and shortly thereafter scored a decided
success at the Walnut Street Theatre in Philadelphia on
1December 25, 1854, as Julia in The Hunchback.
MARY MAKEAH VANDENHOFF
COURTESY
Harvard Library Theatre Collection
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"During the two years following she appeared as a 
star in most of the larger cities in the country and
6 2achieved a pecuniary as well as an artistic success." It 
was during this time that she met George Vandenhoff and 
after a brief courtship the two were married. Together they 
acted on both American and British stages.
A writer for the Spirit of The Times, October 6, 
1855, described Mary Vandenhoff in a most complimentary 
manner:
She is a magnificent looking woman, with a finely 
developed and handsome figure, a remarkably striking 
and intelligent face and possesses what, to the 
writer, is a great beauty— a truly brilliant set of 
teeth. Mrs. Vandenhoff appears like a lady of 
intelligence and reads understandingly; but of 
course, needs practice, study, and experience to 
acquire that ease and grace of movement on the 
stage, necessary to produce a finished portraiture, 
which time alone can impart. Mrs. Vandenhoff, 
however, possesses all the essential characteristics 
required to becoming a fine and accomplished 
artiste, . . .  I can see no obstacle in this young 
actress' path to an exalted position in the art.
Whether planned or not, impending motherhood proved
an "obstacle" to Mary's theatrical career. She retired from
the stage in 1858. After the birth of their son, Mrs
Vandenhoff joined her husband in giving reading
performances. For twelve years, from January of 1859
through April of 1871, the Vandenhoffs enjoyed great
popularity as a husband and wife public reading duo. On at
least one occasion during these years, Mrs. Vandenhoff
presented a solo reading performance. It was announced that
MRS. GEORGE VANDENHOFF will give one reading of 
poetical and humorous prose selections from English 
and American writers, on Friday evening at Lyric
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Hall. This separate entertainment has been 
undertaken at the suggestion of many friends who 
have been delighted with Mrs. Vandenhoff in the 
limited part she took in her husband's Readings, and 
there cannot be a doubt as to the pleasant results 
of Friday evening's programme. The pieces are 
varied enough in character to suit all dispositions, 
and the ability of the Reader to give them necessary 
spirit is certain.63
The New York Tribune printed the program of 
selections to be read by Mrs. Vandenhoff at 8 o'clock p.m., 
February 7, 1868, at Lyric Hall as follows:
"A School Boy's Story"............  Dickens
"The Little Grey Head"............  Mrs. Southey
"The Country Squire"
"The Bridge".......................  Longfellow
"High Tide on the Coast
of Lincolnshire".................  Jean Ingelow
"Cradle Song"...................... Dr. Holland
"Are the Children at Home?"......  Atlantic Monthly
"David Copperfield's Marriage
and Housekeeping"................  Dickens
"The Mother and Poet".............  Mrs. Browning
"Zekel's Courtship"...............  James R. Lowell
"Sheridan's Ride".................  Reade64
Marital problems brought about a separation of the
Vandenhoffs. George Jr. remained with his mother, who
supported the two of them by giving instruction in elocution
and acting. "She enjoyed an excellent reputation as a
6 5capable and conscientious teacher."
On April 11, 1871, Mrs. Vandenhoff appeared at 
Association Hall where she discussed "The Rights and Wrongs 
of Children.
To increase her earnings, Mrs. Vandenhoff opened her 
home to daily instruction with a limited number of resident 
students. An advertisement for Mrs. Vandenhoff's Boys'
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School appeared in the New York Daily Tribune, announcing 
that
Mrs. George Vandenhoff will open her Boarding and 
Day School for Boys at No. 106 West Forty-second 
Street, close to Reservoir Park, September 18.
Number of boarding pupils limited to eight. School 
hours from 9:30 a.m. to 2:30 p.m. Applications may 
be made as above. 67
Mrs. Vandenhoff continued to give public readings
until a short time before her death. On December 14, 1878,
she and some of her pupils including George Jr., Harry Grey
Fiske, Charles L. Burham, Modue Goodale, and Florence Forges
presented a reading performance at Chickering Hall in New
York City. Five days later, on December 19, Mrs. Vandenhoff
read on a program at the same location. On January 18,
1879, she and her pupils read in the assembly room of the
22nd Regiment Armory. For the third of what seems to have
become annual recital dates for her classes, Mrs. Vandenhoff
and her students read again at Chickering Hall on January
20, 1881. They presented a literary and dramatic
entertainment with musical accompaniment by Mr. and Mrs.
68Carl Fleinerger. Again at Chickering Hall on March 27, 
1882, Mrs. Vandenhoff read and recited along with Richard 
Arnold, Carl Werner, Carrie Keating (pianist), and Sara 
Deland (singer).^
Mrs. Vandenhoff made time in her busy schedule to 
take an active part in various charitable institutions and 
served as one of the managers of Hahnemann Hospital. "She 
was an earnest believer in the education of women, and was a
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prominent member of Sorosis," a woman's club incorporated in 
1869.
Often Mrs. Vandenhoff gave of her time to read and
recite for benefit programs. George C. Odell reported two
occasions that were held in 1880. On January 22 she read at
a program to benefit the starving women and children in 
70Ireland. On March 29 she presented an extensive program 
at the grand farewell to Cervantes, at the Booth Theatre.
The objective for this fund-raising event was to place a 
status of Cervantes in the park. "A big feature was a 
tableau of the crowning of Cervantes by the muses, posed 
while Mrs. Vandenhoff read a poem by Mrs. E. T. Porter 
Beach.
In the early morning of April 20, 1885, Mrs. 
Vandenhoff died of apoplexy in her home at 108 West 
Forty-second Street. Funeral service for her was held in 
the church of the Holy Trinity on Madison Avenue and 
interment was at Bennington, Vermont. Mrs. Vandenhoff's 
obituary in the New York Times of April 21, 1885, reported 
that she had an extensive social acquaintance in New York 
City and "was widely known and highly esteemed among members 
of the theatre profession."
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George Vandenhoff Jr.
Mary and George Vandenhoff's son, George Jr., was 
born in New York City in 1859. Following a pattern similar 
to that of his father and grandfather, George Jr. received a 
university education preparing him for a profession that he 
later abandoned. Graduated as a physician, George Jr. gave 
up plans for practicing medicine and followed his 
inclination toward the theatre. He began his theatrical 
career with road companies out of Augustin Daly's theatre.
Playing juvenile parts, "he gave promise of becoming an
72 .efficient player." Fate did not permit him time enough to
establish himself in the annals of theatre history. During
the winter of 1883-84, "he contracted a severe cold, which
rapidly developed into hasty consumption, but although
73 . .suffering greatly, he continued to act." In giving notice 
of George Vandenhoff Jr.'s death at the early age of 
twenty-five, the New York Times of August 13, 1884, reported 
that
In June he was compelled to succumb and, returning 
to this city [New York], he placed himself under the 
care of Dr. Egbert Guernsey, who placed him in the 
Hahnemann Hospital for treatment. As he did not 
improve, as a last resort he was ordered to the 
country. Reaching Bennington [Vermont], his 
strength so rapidly failed that he could proceed no 
further, and early Sunday morning [August 11, 1884] 
he passed away.
George Vandenhoff Sr., was in England at the time of 
his son's death. Upon hearing the news, he wrote:
Grief is vain. I have ceased to know or to 
expect happiness. That departed long, long ago.
But this grief I did not expect to suffer. That
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noble boy lost! I hope soon to follow him--the 
sooner the better.74
Although interrupted by an early death, George Jr.'s
career furthered the Vandenhoff tradition. He was educated
for a profession, which he gave up for one in theatre. In
addition, he studied elocution and participated in public
reading performances conducted by his mother.
The Henry Vandenhoffs
Henry Vandenhoff was the second son of John 
Vandenhoff and brother to Charlotte and George Sr. Henry 
was "a man of tall and imposing presence, with a courtly
75manner and an inexhaustable fund of theatrical anecdotes." 
Following the Vandenhoff tradition, Henry chose acting as 
his career. It was said of Henry Vandenhoff, "the best
7  ftMercutio of his day," that he was "a favorite on the
London stage, playing with many of the most celebrated
77players of the time."
Sometime after June, 1885, Henry came to America,
"expecting to assume the position as a reader left vacant by
the death of his brother George, but circumstances caused
78him to alter this plan." The nature of those 
circumstances remains unknown. The New York Dramatic 
Mirror, October 13, 1888, reported that Henry "left a good 
position in England, where he was widely known as a 
successful teacher of acting and elocution." On two 
occasions, at least, Henry and his wife Ellie (Healey) 
Vandenhoff gave joint reading performances at Association
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Hall in New York City, December 7, 1886, and February 8, 
1887.79
Career and death dates for "Mrs. Henry Vandenhoff" 
indicate that Henry was twice married. Both of his wives 
were established actresses and each chose to be 
professionally billed as Mrs. Henry Vandenhoff after her 
marriage, a fact that can often prove confusing in 
distinguishing between the careers of the two women.
Having been ill of a kidney disease for some time, 
Henry Vandenhoff died at Bellsville, New Jersey, on October 
7, 1888. Shortly before his death, his suffering forced him 
to relinguish an engagement for which preliminary rehearsals 
had already begun.
Henry's first wife was the British actress, Elsie
Decourcey, who continued her career using her husband's
name. Elsie was a company member of the Queen's Theatre and
Drury Lane for a number of seasons. At the time of her
death on March 27, 1870, "she was engaged at the Queen's,
where only a few nights before she had sustained the part of
80the Duchess of Norfolk in . . . 'Twixt Axe and Crown."
Ellie Healey, also a British actress, became the 
second Mrs. Henry Vandenhoff. Her career began at the Royal 
Theatre, London, where James William Wallack was then 
lessee. "She came to America with [actor] Barry Sullivan, 
and accompanied him on his first tour in 1858. Later she 
was a member of leading stock companies throughout the
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country, and was associated with numerous prominent stars of 
the day."®'1'
Once having come to America, Ellie chose to remain.
She worked in many of the Wagenhals and Kemper productions
as well as often appearing with the Robert Mantell company.
She did, however, make a return engagement in England for a
period of eighteen months sometime in the spring of 1911.
Judging from the number of entries for theatrical
appearances found in George C. Odell's Annals of the New
York Stage and other sources, Ellie Vandenhoff enjoyed a
busy schedule of theatrical engagements throughout her
career. A news clipping for December 29, 1906, reported
that "when Mrs. Vandenhoff is not playing somebody's mother
or fairy god-mother she is acting the role of Lady Bountiful
82on her 300 acre farm at Chatham, New Jersey."
Ellie and Henry had one daughter, Kate. Having
outlived her husband by more than twenty-five years, Mrs.
Henry (Ellie) Vandenhoff, at seventy-eight, was recognized
as being one of the oldest actresses in America when she
decided to return to the stage in 1913. It was her desire
"to appear at least once more on Broadway before finally
83concluding her career."
KATE VANDENHOFF SAINT MAUR
Courtesy 
New York Public Library 
The Billy Rose Theatre Collection
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Mrs. Harry Saint Maur 
(Kate Vandenhoff)
The second female to be born a Vandenhoff, the one 
to perpetuate the theatrical tradition of her family, was 
Kate, daughter of Henry and his second wife, Ellie Healey 
Vandenhoff. Sources differ in recprding the year of Kate's 
birth; however, her obituary states May 30, 1869, as her 
birth date. Seneca Falls, New York, remains undisputed as 
the place of Kate's birth.
Kate Vandenhoff made her stage debut in 1884 in 
Liverpool, England, where her parents were residing. The 
Liverpool theatre seemingly had an affinity for the 
Vandenhoffs. The Spirit of the Times, May 18, 1914, 
recalled that as a girl, Kate "played Louise in The Two 
Orphans without a rehearsal, and made an immediate success." 
She arrived in America in 1887, and continued to act there 
for seven more years. Her stage career included appearances 
with favorites such as Mme. Modjeska, Maurice Barrymore,
Kate Claston, Mrs. John Drew, Robert Mantell, and her 
mother, the second Mrs. Henry Vandenhoff. One source 
describes Kate as having been "an actress of great charm and 
surprising versatility, equally at home in comedy or 
emotional roles.
In 1894, Kate retired from the stage and married 
Harry Saint Maur, an English actor. Together they toured 
India and Australia and later settled in West Redding, 
Connecticut, where Mr. Saint Maur died in 1907.
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Kate Saint Maur's writing career began with the 
publication of her book, A Self Supporting Home (1905). 
Concentrating on elements of the home, Kate produced two 
more books, The Earth's Bounty (1909) and Making the Home 
Profitable (1912). She became a frequent contributor to the 
domestic genre of magazine, including the Ladies Home 
Journal, Good Housekeeping, Country Life, and House and 
Garden. On occasion her articles were printed in the 
Spirit of the Times.
Continuing to write, Kate served as librarian for 
the Mark Twain Library in West Redding. She became friends 
with Samuel Clemens shortly after his move to West Redding 
in 1908. Clemens founded the Mark Twain Library there.
Kate Vandenhoff Saint Maur died in a Danbury, 
Connecticut, hospital on September 28, 1942, at the age of 
seventy-three.
Charles H. Vandenhoff
Charles H. Vandenhoff was born at Hammersmith, 
Middlesex, England (circa 1839). For reasons known only to 
his closest relatives, details of Charles Vandenhoff’s 
parentage were kept confidential during his lifetime. 
However, there remains little doubt today that Charles was 
fathered by George Vandenhoff and was the older of his two 












From the manner in which George Vandenhoff avoided 
all mention of him and his refusal to account for 
the similarity of the younger!s name, it seems as if 
there were some mystery attached to the case. Some 
say that Charles was the fruit of an earlier 
marriage; others that Charles because of Mr.
Vandenhoff's tyrannical temper, had quarrelled with 
and left him in boyhood.85
The scant biographical data available suggests a 
degree of truth possible in both of these suppositions. 
However, there is no documentation to substantiate 
unquestionably that George was married more than once. 
Whether in or out of wedlock, Charles, a native of England, 
was born several years prior to George's marriage to Mary 
Makeah in 1855.
One obituary for Charles stated his age to be forty. 
That figure is likely to be in error, for he would have been 
twelve years old at the time he played Cassio at Drury Lane
oon November 8, 1862. A more likely age of twenty-three
for playing this role provides a strong argument for placing
Charles's birth in 1839 at the time that George, in a
troubled state of mind, gave up his law profession for a
career on the stage. George began his autobiographical
Leaves from an Actor's Note-Book by mysteriously alluding to
some event that proved to be a turning point in his life:
Some men, under trouble, disappointment, or rack of 
mind, take to drinking; a base resource! Some lull 
their griefs by opium, --just as bad one! Some seek 
distraction and oblivion in the excitement of the 
gaming table, — a worse one still! Some blow their 
brains out, — the worst of all! _I took to the 
stage; it saved me from any, and all of the others.
The necessity of bending all my energies to a 
new study and a new pursuit; the excitement of a new 
struggle in a new field, with new difficulties, new 
motives, new associations, caused a diversion of my
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thoughts, and, by degrees, restored my mind to a 
healthy tone. . . .
No matter what my troubles were, (they were not 
pecuniary difficulties; they were nearer the heart 
than the pocket;) they were sufficient to unhinge my 
mind, and render me incapable of pursuing my then 
profession of the law with undivided attention.87
George's own words are indicative of an unhappy 
affair of the heart, whether or not marriage was a 
contributing factor. It is plausible that Charles was the 
progeny of such a union and that in his attempt to put the 
experience out of his mind, George also chose to deny 
Charles.
British actor J. H. Barnes was a professional 
colleague of Charles. In his autobiography Barnes recalled 
an incident that lends support to the possibility of an 
unresolved quarrel between George and Charles. Barnes 
joined the company that was engaged for the opening of the 
Londesborough Theatre in Scarborough, England, in July of 
1872. This enterprise was launched by Mr. Waddington, a 
wealthy pianoforte dealer of New York. Barnes recorded:
Our leading man at Scarborough was Charles 
Vandenhoff, son of George Vandenhoff. . . . Rather a 
dramatic episode arose in this connection. When 
Charles was becoming well known on the stage, his 
father wrote a public letter stating that 'only two 
men had any right to use the historical theatrical 
name of Vandenhoff--himself and Henry Vandenhoff, 
then residing in Liverpool.' This was, strictly 
speaking, true, but certainly cruel and in 
questionable taste. Charley felt it very, very 
bitterly. He wrote a dignified and intensely human 
letter in reply, in which he signed himself 'the 
natural son of a most unnatural father,' but, in a 
way it seemed to embitter his whole life.
Barnes' account, while clearly recognizing George to 
be Charles's father, implied that Charles was born out of
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wedlock. This being the case, it is then understandable why
George might strongly object to Charles's use of the
Vandenhoff name, especially since both men were of the same
profession. The writer of George's obituary noted that "If
there was a secret Mr. Vandenhoff preserved it to the last,
8 9and Charles has not seen fit to satisfy the curious."
Whatever might be the factual details surrounding
Charles Vandenhoff's genesis and those evenus prompting a
turning point in George's life and a change of career, the
resulting contributions of George Vandenhoff to the art of
public performance had far-reaching significance.
Charles made his theatrical debut at Drury Lane on
September 15, 1862, under the direction of Dion Boucicault.
"At the termination of the Drury Lane season he accompanied
Mr. Boucicault to the Theatre Royal, Westminister, . . .
90where he continued till June 1863." He appeared with
Boucicault's company at the Theatre Royal, Dublin, for a
four-week engagement beginning on Easter Monday, 1864. For
the next two years he played in Liverpool, Sheffield, and
the surrounding provinces.
In 1866 Charles was engaged to support Kate Bateman
in a starring tour of America. Intervening illness
prevented Miss Bateman's participation and Charles's
contracted services "were transferred to the Olympic
Theatre, New York, where in October, 1866, he played Lord
91Dundreary to the Asa Trenchard of Joseph Jefferson." He 
remained in America for almost five years, playing leading
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juvenile and light comedy roles in Boston, Washington,
Baltimore, Richmond, and New York.
Charles returned to England in 1871 and became a
leading man at Scarborough, also playing theatres in Dublin,
Cork, and Limerick. In January, 1875, he returned to
America, played for two years; then he opened at the Drury
Lane on May 17, 1876. A British biographical source
recorded that
At the end of his London engagement Mr. Vandenhoff 
acceptd the leading position in a company organized 
for the presentation of Mr. W. S. Gilbert's 
comedies. . . . [He] remained with this organization
till December 7, 1878, and after a rest resumed his 
professional labours at the Theatre Royal, Brighton, 
early in February 1879.92
In speaking of Charles's talent one obituary stated that "Mr.
Vandenhoff was an actor of intelligence and originality, and
inherited much of his father's (the late George
Vandenhoff's ) talent."93
Fellow actor J. J. Barnes noted, "Charles Vandenhoff
was a good all-round actor, a little undersized, perhaps,
thoroughly experienced, just a trifle stagey, but steady and
94sound; a loyal friend and a good fellow."
As a leading man at Scarborough, Charles developed a 
strong friendship with a utility player by the name of 
Herbert G. Blythe, son of an Indian judge, and an Oxford 
graduate. Such was this friendship that Blythe declined an 
offer from an agent to appear in a revival of Money at the 
Prince of Wales Theatre, preferring instead to remain with 
his friend Charles at Scarborough. Blythe later recalled:
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Charley and I remained in the same company for three 
years and a half, acting principally in Scarborough, 
Bradford, Hull, and Leicester. In 1875 I 
accompanied him to America. He had a good 
engagement, but I only came over on a pleasure trip, 
never dreaming that I would stay here for good.95
Once in the United States, Blythe changed his name 
to Maurice Barrymore, married Georgianna Drew, daughter of 
Mrs. John Drew the elder, and became patriarch of the 
theatrically famous Barrymore family.
From 1883 through 1886, Charles supported the great
classical actress, Helene Modjeska, winning critical
96commendation for his acting Les Chouans with her. In her
memoirs, Modjeska recalled, "Charles Vandenhoff was one of
those men who were bitterly disliked by some but dearly
loved by others. He was the best friend I had in the 
97profession."
At the time of his death, Charles was traveling in 
America with Joseph Haworth's Paul Kauvar company, of which 
he was stage manager and also a prominent member of the 
cast. Apparently the strain of overwork leading to physical 
exhaustion prompted his collapse. Company members recalled 
that "Charles started out with them in comparatively good 
health, but was taken ill at Seattle, the strain of nineteen
one-night stands being too much for his delicate
98 . - 9 9constitution." A letter written to a Mr. W. T. Price
only six weeks prior to his death was indicative of Charles's
busy schedule. It reads:
My time is very much consumed at present in 
directing rehearsals for our California tour--and I 
have really no leisure at the moment to gather the
61
materials necessary for your purpose. When I have a 
brief breathing spell I will collect the details you 
desire and send them to you.100
On April 30, 1890, Charles Vandenhoff died in the
Providence Hospital, Seattle, Washington. The cause of
death was listed as "typhoid pneumonia."101 "The
Paul Kauvar people had his body embalmed and placed in a
102vault, while they sent to England to find his relatives."
At the writing of that article, six weeks had passed and
Charles's body remained unburied in Seattle. The article
quoted a company member as having said, "the State
authorities in Seattle have taken his effects, and will hold
103them until somebody turns up." Continuing, that article
recognized that "Vandenhoff was by no means destitute. He
always commanded a big salary, and is said to have been
close. He had money to the amount of several thousand
dollars in savings banks of this city [presumably New York 
104City]." Still another article recognized thousands of
dollars' worth of costumes as being among his personal
property. An ex-judge, Gildersleeve, assumed the
. . . . 105responsibility of legally disposing of Charles's estate.
In remembering Vandenhoff, Modjeska wrote:
It is dreadful to think that he, with all the 
refinement he possessed, all the delicate tastes, 
should die in a hospital in Washington Territory--a 
half-civilized country where the word "comfort" is 
almost unknown. Poor, dear man! What a generous, 
grateful nature he had!106
Though denied by his father, Charles obviously was
recognized by other family members. Records reveal that he
appeared in casts including Henry Vandenhoff and Thomas
Swinbourne, both uncles of his. At the time of Charles 
death, his aunt, Mrs. Henry Vandenhoff, and his cousin, 
Kate, were alive and performing in American theatres; 
however, Charles was the last Vandenhoff to perform on 
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CHAPTER II
GEORGE VANDENHOFF'S THEATRE CAREER 
AFTER MOVING TO AMERICA
George Vandenhoff came to America at a somewhat 
disadvantageous time for one of his profession. Noah Miller 
Ludlow noted, "the country was just then passing through a 
financial crisis, and people were thinking more of saving 
themselves."'*' A fragmented portion of a letter written by 
Vandenhoff to his father relates his activities and thoughts 
of the first few days in New York City.
John Vandenhoff—
Sept. 14-1842— engaged rooms at the old Clinton 
Hotel, in Beekman St., near Park the[atre]. Let me 
say, that the table d'hote set at that house by no 
means a large one, far surpassed— [the] excellence 
and super abundance of good things [on] the tables 
which we now find even at the best hotels. On the 
posting bills on the walls, which were much more 
modest & less monstrous than they are now, I 
observed my name underlined [to] appear shortly at 
the Park th. One of my first [ca]lls, therefore was 
on Mr. Simpson, the manager. [T]heatrical affairs 
he told me, were at a very [l]ow ebb, and the 
prospects for the season, which had just commenced, 
were anything but brilliant. I could not have come 
over at a worse time, trade was generally dull, 
money scarce & everyone felt flat, so that the 
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Portion of a letter written to his father by George Vandenhoff 
after his arrival in New York City,
Courtesy
The Museum of the City of New York
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In his meeting with Simpson, the Park's manager, it 
was decided that George would open as Hamlet on Wednesday, 
September 2, 1842. For his second and third nights, George 
suggested the roles of Macbeth and Benedick but was 
surprised to learn that the Park did not have among its 
company a leading lady competent to play Lady Macbeth and 
Beatrice. "The Park company, though it contained some 
excellent names [Abbott, Placide, Barry], was weak in spots 
that the public usually expect to be strong. . . . The 
difficulties, therefore, in the way of casting a
3Shakespearean play, were considerable."
Of opening night, George said, "The tragedy was, 
with one or two exceptions, generally well acted; not, I 
confess, as well as I had expected from the Old Drury of 
America; because the cast was weak in two important parts; 
but it went off smoothly. . . .  I had reason to be proud of
4my reception by a New York audience."
Joseph Norton Ireland noted that "George Vandehoff's 
debut was made at an unfortunate period, the taste of the 
town not turning theatreward, and the habit of the audience 
tending rather to hypercriticism than enjoyment."^ In 
recognizing George as a young actor with potential, a critic 
for the Spirit of the Times reinforced Ireland's remarks 
concerning captious theatre-goers of the day.
The critic demonstrated keen judgment in his review 
of Vandenhoff's first performance in America. He described 
Vandenhoff as being "tall and well formed" with "manly
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countenance." Vandenhoff's graceful and dignified movement 
was reflective of the Kemble style also present in George's 
father, John Vandenhoff. The writer found Vandenhoff's 
voice to be "of a strong and pleasing quality." Readings 
were noted to have been "remarkably correct." This is early 
evidence of Vandenhoff's practicing what he later strongly 
advocated in his teachings— respect for an author's text.
The Spirit of the Times review of September 24, 1842, was as 
follows:
The principal event discussed in theatrical 
circles during the past week has been the appearance 
of George Vandenhoff at the Park on Wednesday 
evening in Hamlet. In person Mr. Vandenhoff is tall 
and well formed, with an open and manly countenance; 
his voice is of a strong and pleasing quality, and 
he treads the stage with grace and dignity; indeed 
he is calculated in all respects to "give the world 
assurance of a man." His performance of this most 
difficult character— the rest, so esteemed, of a 
tragedian's abilities gave great satisfaction to the 
large audience assembled to welcome him. For 
ourselves we confess he far surpassed the 
expectations we had formed of him both in power and 
style. His readings were remarkably correct, not 
only [apparent omision in text], but in good taste, 
and his manner of delivery free and without effort, 
avoiding the affected and conceited style of the 
younger Kean, as well as the monotonous and tiresome 
one of the eider Vandenhoff. Taken as a whole, the 
character has not been more ably performed in this 
city for the last six years. Mr. V. has evidently 
been well educated, has deeply studied the character 
and understands it, and aims to impress the 
conception and beauties of the author upon his 
audience, rather than by "tearing a passion to 
tatters," to display his own strength of muscle and 
lungs. It may with truth be urged against him that 
he is young and comparatively inexperienced— that 
time and study will much improve him, but the 
greatest present drawback upon theatrical prosperity 
both here and in Europe is, that actors are 
generally too old, or comparatively broken down 
before they arrive to any great degree of 
excellence, thereby rendering their performances 
devoid of the truthfulness of appearance so
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necessary in keeping up the scenic effect. It must 
also be conceded that he lacks the genius that 
enabled the elder Kean to electrify his audience by 
startling effects, and hold them in breathless 
astonishment in admiration of his almost superhuman 
efforts to depict the stronger passions. To all who 
expect such a performance and are determined to deny 
themselves the pleasure of seeing a tragedy until 
they can see it as personified by a Kean or a 
Kemble, we prescribe patience mixed with strong hope 
and faith, and we only wish we may live long enough 
to enjoy the treat with them. But to those who are 
fond of tragedy, and are duly grateful for "the gift 
the gods provide," or in more common parlance, are 
satisfied with "the best the market affords," we 
strongly commend Mr. Vandenhoff's performances as 
possessing more merit and developing more good sense 
and judgement than that of any other man recently 
among us.
Comparison of this review of Vandenhoff's New York 
debut to that of his London debut three years earlier 
reveals a polarity of comments made in reference to physical 
display and vocal delivery. In addition, the later review 
recognized elements that were to become characteristics of 
Vandenhoff's style of performance. Throughout his years as 
actor, public reader, and teacher, George strongly advocated 
that performers observe correctness of text, strive for 
naturalness in oral delivery, respect an author's vision of 
his text, and avoid imitations of another artist.
For his second night, Vandenhoff appeared as 
Virginius. On the following nights he repeated Hamlet and 
Leon. Knowles's Rose of Arragon was produced the next week. 
Not well received, it was replaced by Macbeth and then 
Hamlet. Vandenhoff chose to do Claude Melnotte (Lady
of Lyons) and Benedick for his benefit.
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Vandenhoff's next engagement, beginning in October, 
1842, was for six nights at Philadelphia's Walnut Street 
Theatre. Here he met Charlotte Cushman, who was serving as 
stage manager. Vandenhoff later recorded that Cushman "was 
by no means the actress which she later became. She dis­
played at that day, a rude, strong, uncultured talent. . . . 
[and] was frequently careless in the text, and negligent 
of rehearsals." During their playing of Hamlet, George 
corrected her on a particular line reading, at which Cushman
"confessed that she had always so read the line, unconscious
7of being wrong." In addition to Hamlet Vandenhoff and 
Cushman played opposite each other in The Hunchback (October 
10), Macbeth (October 14), and Pizzaro.
The acquaintance made by George and Charlotte during
this engagement grew into a mutual and longlasting respect
for each other's professional talents. Vandenhoff recorded
several occasions upon which he offered constructive
criticism to Cushman, who seemingly accepted his advice
respectfully. At the close of his engagement, he received a





After a late supper, prepared for you (but no 
one could get a sight of you all the evening), and 
studying a long part— I have to request a great 
favor of you— viz.— to take the enclosed packet for 
me to Boston. I have today written some three or 
four letters, not of introduction (that might offend 
you), but calculated to do you some service— to
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Boston. I shall only be too proud if they are of 
any service to you— for without nonsense, I have 
scarcely ever seen one I should be more sincerely 
happy to serve than yourself— and no humbug 1 It is 
a matter of indifference to me whether you believe 
this or not— I feel it— and so God bless you! till 
we meet again. You shall hear from me shortly, and 
believe me sincerely your friend,
Charlotte Cushman
P.S. Half asleep--a bad pen, no ink, no paper, and 
as low-inspired as a fiend 1 All excuses 
sufficient.8
Durang recorded his observation of Vandenhoff's
Hamlet as portrayed at the Walnut Street Theatre on
October 10, 1842:
The discriminating portion of his auditors awarded 
much credit for his judicious impersonation of the 
melancholy Dane. Mr. George Vandenhoff looked the 
Prince remarkably well. His costume and bearing 
were unimpeachable, and exhibited chasteness, force, 
and propriety of action. His delivery marked the 
intellectual student and the princely gentleman. We 
could not see genius in his effort, but there was 
talent and judgement of a high order. He gave the 
soliloguies with feeling and taste, infusing a 
desirable calmness into their reasoning deductions 
with impressive recitation and harmonious 
intonation, which made the metaphysical speculation 
of the Prince pleasant to our senses.9
In his reporting of Vandenhoff's appearance opposite 
Julia Bell in Lady of Lyons (October 12, 1842) and 
Venice Preserved (October 6), Durang related that Vandenhoff 
coached Bell:
Venice Preserved. Belvidera by a young lady of this 
city, her first appearance on any stage; Piere, Mr. 
George Vandenhoff. The young lady's name was Julia 
Bell. Her name had been announced before as one who 
was to appear shortly at the Chestnut Street 
Theatre. She was a very fair debutant, possessed 
personal advantage, and had been much flattered and 
applauded. The on dit prevailed that she had 
received instruction from young Mr. Vandenhoff in 
reading and in stage gesticulation. This may have
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been so; all novices receive some instruction at 
their first rehearsals, for they find themselves 
very much at fault in passing through those 
mysterious ordeals ere they face the audience. If 
not too opinionated, they soon discover that they 
have much to learn. The actors in general are 
attentive to novices, albeit they will crack their 
jokes on their shortcomings.10
Durang's comments provide insight into the 
preparation of young actors as well as noting Vandenhoff's 
early effort to instruct.
On his way from Philadelphia to Boston, Vandenhoff 
played six nights at New York's Bowery Theatre. During this 
run George portrayed the roles of Macbeth, Hamlet, Iago,
Mark Antony, and Faulconbridge.
Vandenhoff opened in Hamlet at Boston's Tremont 
Theatre on November 16, 1842. During the five weeks he was 
at the Tremont, George repeated Hamlet and Macbeth three 
times each and performed the additional roles of Coriolanus 
and Hotspur. Within this period of time, Vandenhoff was 
permitted a two night's leave to play in Providence.
The next stop on Vandenhoff's tour was New Orleans. 
Having accepted Mgr. James H. Caldwell's offer to play the 
St. Charles Theatre, Vandenhoff arrived in New Orleans only 
days after the grand theatre had been destroyed by fire.
Caldwell moved his operation to the American 
Theatre, but because of rising costs and lack of audience 
support he was forced to close in less than a month. 
Entrepreneurs Sol Smith and Noah Miller Ludlow acquired the 
St. Charles property and began immediate reconstruction of
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the theatre, according to Vandenhoff, who was engaged by 
them for the second opening week of the new St. Charles.11
In the meantime, Vandenhoff rejected an offer for an
interim engagement at the American Theatre under new
management, checked into the St. Charles Hotel, and explored
the sights of New Orleans while waiting for work to be
completed on the new theatre. On February 9, 1843, he
opened as Hamlet, followed by Macbeth on the 11th, Benedick
on the 14th, the Stranger on the 16th, Rolla on the 18th,
and Benedick on the 20th. He closed as Claude Melnotte and
Rob Roy for his benefit. The New Orleans Picayune of
February 10, 1843, reported Vandenhoff's debut in that city.
Of particular interest are the comments recognizing his
"careful study” of the role:
NEW ST. CHARLES.— Young Vandenhoff made his first 
appearance last evening, as Hamlet, before one of 
the fullest and most fashionable houses of the 
season, and was warmly received and enthusiastically 
applauded throughout the performance. His readings 
are exquisitely given, evincing much study as well 
as scholarship; his enunciation and gesticulation 
are good, and his general conception of the 
difficult character he sustained gave full evidence 
that he had bestowed upon it much careful study, and 
that he well understands the wild yet subtle humors 
of the Dane. If we can find fault at all, it is 
with an excess of method in his attitude and action, 
and the too violent rendering of a few passages 
where a subdued manner would have been more 
effective. These faults were trivial, however, when 
placed in opposition to the general beauties of his 
performance, and we cannot but predict for Mr.
Vandenhoff a highly creditable, and even brilliant 
career upon our boards.
This critic noted the existence of undesirable 
features, both physical and vocal, in Vandenhoff's 
performance of Hamlet in the New Orleans production. The
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comment, "an excess of method in his attitude and action," 
can only be interpreted as an incident of over-acting. In 
view of Vandenhoff's total performance, the astute writer of 
this review readily dismissed those faults as having been 
minor.
After his initial engagement in New Orleans, George
played a six-night run in Mobile, Alabama, after which he
returned to New Orleans for five nights at the American
Theatre. He played in Love's Sacrifice, which was selected
for his benefit by the management. Vandenhoff recalled an
attempt to discredit his professional honor and threats
to interrupt his performance during this engagement. A
"deputation of butchers" from Lafayette, Louisiana, came
down to New Orleans in his defense and the whole thing was 
12squelched.
Traveling through Richmond, Virginia, on his journey 
to New York, Vandenhoff ran into an old friend and fellow 
actor, James H. Hackett. Together they played one night in 
Richmond.
Upon reaching Baltimore in April of 1843, Vandenhoff 
stopped to play a six-night engagement at the Holliday 
Street Theatre. Continuing his journey, George stopped in 
Philadelphia for six nights of playing at the Walnut Street 
Theatre. One performance was for the manager's benefit. On 
this occasion, Vandenhoff played Mercutio to Charlotte 
Cushman's Romeo. He noted that this was her first time in 
the role and that "I lent her a hat, cloak, and sword . . .
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and believe I may take credit for having given her some 
useful fencing hints for the killing of Tybalt and Parish, 
which she executes in such masculine and effective style:
13the only good points in this hybrid performance of hers."
Finally reaching New York in May of 1843, Vandenhoff 
played his second engagement at the Park Theatre. He and 
Mrs. Brougham performed Much Ado About Nothing (May 13th), 
Suspicious Husband and Robroy (May 19th), and As You Like It 
followed by the third and fourth acts of London Assurance 
(May 20th).^
Vandenhoff concluded his first season in America 
with a five-night run plus a week's extension at Pelby's 
National Theatre in Boston. In later years he noted the 
1842-43 season in American to have been "probably one of the 
worst theatrical seasons ever known . . . [he had] never 
seen the drama at so low an ebb . . . not even in the great
crisis of '57."^
For the next decade, 1843-53, Vandenhoff "resided 
principally in New York, making frequent trips across the 
Atlantic, without any professional object, and playing only 
occasional engagements in the principal cities of the United 
States."'*'^ During the interval of these engagements, he 
devoted a portion of this time to public readings of 
Shakespeare, Sheridan, Dickens, and other writers. He 
further noted that he perceived "this style of literary 
entertainment would take a great hold of the public mind,"
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and he thereafter "began to give it conscientious study and
17earnest attention."
Vandenhoff began his second season in America with a 
three-week engagement at the Walnut Street Theatre in 
Philadelphia. In October, 1843, he was secured by the 
Chestnut Street Theatre of that city to support visiting star, 
William Charles Macready. Together they played Othello,
Werner, and Richelieu, repeating performances of these for a 
two-week period. Vandenhoff and Macready were paired after 
that on several occasions.
George was impressed by Macready's "intense devotion
to the work of his profession, as a business." On the other
hand, he was appalled by Macready*s "equally intense egoism;
which imperiously subjected, as far as he was able,
everything and everybody, to the sole purpose of making
himself the one mark for all eyes to look at, the one voice
for all ears to listen to, the one name for all mouths to
18repeat and eulogize." In his extended treatise on
Macready, Vandenhoff continued:
Authors were lopped and pared down in speeches that 
did not belong to him [Macready]; — and actors . . . 
were compelled to lose all thought of giving prominence 
to their own parts, when he was on the stage. Whatever 
was his part for the night . . . that part must be the 
feature of the play. . . .  As to his reverence for the 
author, Mr. Macready did not scruple to cut out a 
speech, or portion of a speech, however beautiful, in 
the part of another actor, if the retaining of it would 
give that actor— especially a favorite actor— too much 
hold of the scene, too much apparent importance; or 
would keep "the eminent" [Macready], in the attitude of 
a listener too long. . . .  He was to be the Alpha and 
Omega; the embodiment and living impersonation of the 
Aristotelian theory of epic perfected; he was to be the 
beginning, middle, and the end of every play.iS
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Of some interest is an entry that Macready made in
his diary on October 26, 1843: "Acted Werner— not well,
being much deranged by the people with me, particularly by
20Mr. G. Vandenhoff, who is too good or too bad for me."
It is only fair to point out that although 
Vandenhoff did take issue with facets of Macready's method, 
he recognized Macready's attributes and respectfully praised 
them. As both actors continued to appear opposite each 
other throughout their careers, one is prompted to consider 
the remarks of condemnation and admiration by the two men as 
stemming from a case of mutual professional jealousy. After 
all, they did not have to continue sharing the stage but 
rather chose to do so.
Vandenhoff responded to a request by Edmund Simpson, 
manager of the Park Theatre, to support Charlotte Cushman in 
a performance of Much Ado About Nothing (October 25, 1844) 
to be given as her farewell performance prior to leaving for 
England. Later in the same season, Vandenhoff responded to 
yet another request by Simpson to play opposite Lucius 
Junius Booth in the second act of Lady of Lyons and in two 
scenes from Julius Caesar. The occasion was to be a benefit 
to provide funding for Simpson to travel to England in 
search of new talent.
In April, 1845, Vandenhoff undertook an unusual 
assignment at Palmo's Opera House to produce Sophocles' 
Antigone with Mendelssohn's music. George played Creon and
84
Antigone was portrayed by Miss Clarendon, a company member.
The expensive production included orchestra and a chorus of
forty voices. It opened on April 7 and closed twelve nights
later. The Spirit of the Times for April 12, 1845, printed
an excellent briefing on the elements of Greek drama and a
synopsis of Antigone. The article was in obvious attempt to
elicit interest in classical drama and the production of
Antigone from the seemingly indifferent theatre-going
public. The writer of the article sidestepped comment on
that particular production. It was noted that "scholars and
artists cordially approved the production, but the public 
21stayed away." Afterwards George observed that "in Berlin
and London it [Antigone] drew crowded audiences; in New York
22it never paid its expenses."
Vandenhoff returned to the Park Theatre for a
lengthy engagement during the 1845-46 season. He noted that
"the Park Theatre could boast, at that time, a really good
23company, especially for comedy." To see a comedy at the
Park during this season was "like sitting in Drury Lane
24Theatre, in old times." Four revivals were particularly
selected for Vandenhoff: Alexander the Great, Antony and
Cleopatra, The Inconstant, and Every Man in His Humour. The
New York Albion reported:
Mr. Vandenhoff's personation of Antony we should 
unhesitatingly class as the best of his performances.
He has achieved in this part a great triumph, in our 
estimation; for he warms up into a naturally 
impassioned style, eschewing almost entirely his 
usually painfully elaborated and artificial manner.
Mr. Vandenhoff is an orator of such decided talent,
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that we have always regretted his adoption of a 
style of acting now almost exploded; and which, in 
his case, has deteriorated [sic], much from his 
success. . . .Mr. Vandenhoff's conception of Antony
is evidently the result of a scholar's study. The 
dotage almost approaching to infatuation, that 
characterizes the love of the proud Roman for that 
'old serpent of the Nile,' is admirably worked up; 
as is also the occasional assumption of the hero and 
the soldier, with all the accompanying chivalrous 
and high resolves. But it is in the deeper passages 
of the play that Mr. Vandenhoff pre-eminently 
shines. After the disgraceful flight from Actium, 
his remorse and shame were powerfully depicted. We 
have noticed the scene with Ventidius, when the old 
veteran rouses him to a sense of honour. His 
impassioned bursts were here particularly fine and 
natural, so was also his death. The whole of these 
scenes were loudly applauded, and we again repeat 
that his personation of this character is decidedly 
his masterpiece.25
The critic apparently faulted Vandenhoff's acting 
style in previous performances and was happy to have 
witnessed a triumph over the flaw of a "painfully elaborated 
and artificial manner." In closing, the writer announced 
that Vandenhoff would next appear in Love's Sacrifice 
opposite Anna Cora Mowatt at the Park Theatre on May 3,
1846.
The Spirit of the Times reported:
Mr. Vandenhoff's Elmore, too, was a most 
finished and impassioned piece of acting, and he 
shared with the lady [Mrs. Mowatt], the enthusiastic 
applause of a large and fashionable audience. . . .
The houses have been full on each successive appear­
ance, there seeming to be no falling off in popular 
esteem which is had for the native actress. 26
For the remainder of Mrs. Mowatt's engagement, 
Vandenhoff played opposite her in Lady of Lyons, Man and
Wife, The Stranger, Comedy of Errors, and other pieces.
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For his benefit at Boston's Howard Athenaeum,
sometime in 1846, Vandenhoff performed his own piece, The
English Belle. When the press observed that "it was almost
27a verbatim copy of Foreign Airs and Native Graces," the
comment prompted Vandenhoff to reveal interesting
circumstances regarding the plagiarizing of an one-act play
that he had written near the time he was completing his law
studies. He had sent his script of The English Belle to a
Mr. Webster, then manager of the Haymarket Theatre, who
returned the rejected piece to George. A year later Foreign
Airs and Native Graces was produced by the Haymarket Theatre.
Vandenhoff reported that the title was taken from a line in
his script and that, indeed, the play contained dialogue
from his work, with some additions, and evolved along the
same line of plot development as that of The English Belle.
Vandenhoff concluded that "it is not safe to trust a MS.
farce to the Reader of a theatre; when that reader is a
2 8farce-writer himself!"
The Albion of September 19, 1846, recorded a highly 
favorable review of a production of The Merry Wives of 
Windsor at Niblo's Garden, featuring the combination of 
James H. Hackett and George Vandenhoff. Regarding the 
latter1s performance, the critic wrote: "Mr. Vandenhoff is 
the Ford of the cast, and we must give it our unqualified 
praise, for its two distinguishing traits— it is natural and 
colloquial. The jealousy is artistically managed, and the 
text is rendered with the appropriate zest of the
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Shakespearean student embellished by the grades of the 
scholar and artist."
Vandenhoff next appeared as Faulconbridge in Mr. and
Mrs. Charles Kean's extravagant revival of King John that
29opened on November 18, 1846, at the Park Theatre. The 
authentic and costly production played for only three weeks 
because of poor houses. The American theatre audiences were 
interested primarily in comedies at this time. Vandenhoff 
recorded an excerpt from a review by N. P. Willis that 
appeared in the Home Journal:
The 'mise en scene1 is perfect; perfect in 
costume, in scenery, in decorations, in banners, in 
arms, in ‘tout ensemble': and the actors are all 
perfect in their parts. . . . G. Vandenhoff's
Faulconbridge is as dashing, manly, and spirited a 
representation of the gallant bastard, as we can 
conceive. We do not wish it, in anything, other 
than it is: it is bold, humorous, intense, and above
all, natural: were he to do less, he would not be up 
to the mark; were he to do more, it would be 
overdone . . . and he well deserved the hearty 
applause which he received. . . . the play is the 
most perfect thing ever put on the Park stage.30
King John was Vandenhoff's last engagement at the 
Park Theatre, "the Old Drury of America," before it was 
destroyed by fire on December 16, 1848. However, he was 
among those hired for the first season of the new Broadway 
Theatre, which announced its intention to terminate the 
starring system. George opened with Fanny Wallack in 
Love's Sacrifice on September 28, 1847, and during the same 
engagement played Iago and Fulvius to J. R. Anderson's 
Othello and Gisippus. Vandenhoff and Anderson had played 
together on previous occasions, the first having been during
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Vandenhoff's initial engagement at Covent Garden in 1839.
It was Anderson whom George replaced as leading man at 
Covent Garden.
The next notable engagement for Vandenhoff was at 
Niblo's Astor Place Opera House in the autumn of 1848. He 
was again teamed with Macready, who was making his second 
visit to America. Together they played their usual round of 
Shakespearean offerings including Othello, King Lear, and 
Julius Caesar. On October 18, 1848, the New York Herald in 
reviewing the previous night's performance of Julius Caesar 
noted:
Mr. G. Vandenhoff particularly distinguished himself 
last night; his performance of Mark Antony was such 
as only could have been displayed by a man of 
extraordinary genius and scholarship, both of which 
Mr. V. unquestionably possesses in a very high degree.
Of that same performance the Express reported:
Mr. George Vandenhoff as Marcus Antonius, in 
point of fact carried off most of the laurels of the 
evening. Throughout, he looked, acted, and read the 
part with great care and effort. It was a very 
artist-like performance, and drew down well 
discriminated applause from the audience, from first 
to last. Through great difficulties of stage 
position [no doubt Macready's blocking] in the scene 
in the Capitol, he made it most telling and 
effective, and so great was the enthusiasm, at the 
fall of the curtain, after his grand scene in the 
Forum, that he was called before the curtain, at the 
end of the third act, an honor not accorded to the 
star [Macready] of the occasion, the whole evening.31
Regarding this performance, Macready recorded the
following remarks in his diary for October 16, 1848:
Acted Brutus with great care and energy, but I fancy 
the 'gentle' Brutus was utterly misunderstood or 
fell flat upon the audience, who were ravished with 
the bawling and rant of Mr. G. Vandenhoff, whom they 
called on at the end of the third act!!!32
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Sol Smith and Loah M. Ludlow engaged Vandenhoff as a 
leading man for the 1848-49 season at their St. Charles 
Theatre in New Orleans. Ludlow later recorded that even 
though George was engaged for the entire season, he was
33allowed the distinction of being announced as a "Star."
It was unusual for actors who were hired for an entire
season also to be granted star billing. Vandenhoff's
recognition in this manner must have benefited his career.
The season began on November 23 with Sheridan's
School for Scandal and continued through December 2 3 with
Lady of Lyons, Othello, and Julius Caesar. Vandenhoff
appeared in each production and played Cassius to the Brutus
of Charles D. Pitt, a visiting English actor. On December
24, 1848, Mr. Flemming appeared for a short engagement and
George played Iago to his Othello. Then in January James H.
Hackett, Vandenhoff's old friend, appeared for two weeks.
George played Hotspur (January 4, 1849) and Ford (January 9)
34to Hackett's Falstaff.
Hackett's engagement was followed by that of 
Macready, which lasted through March 28. Macready began his 
run by portraying Hamlet, after which he recorded in his 
diary;
January 15-1849— Looked at paper, in which it is 
observed that 'some people think the Hamlet of 
Vandenhoff superior to Macready's' What ignorant 
and what conceited dunces in literature and art 
these people are!35
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During this engagement, Vandenhoff and Macready 
appeared together in Othello (alternating the leads), 
Merchant of Venice, King Lear, Julius Caesar, The Provoked 
Husband, Henry IV, King John, The School for Scandal, and 
Henry VIII. A dispute over line cutting in Henry IV is 
worthy of mention. Vandenhoff reported that during the 
rehearsal for this piece Macready insisted upon George's 
cutting a portion of the prince's lines, because they added 
unnecessary length to the delivery. In arguing to preserve 
what he felt to be an expression of Prince Hal's 
justification for taking his father's crown, Vandenhoff held 
his ground and insisted on retaining the lines for three 
reasons:
first, because Shakespeare wrote them, and intended 
them to be delivered; second, because they were 
appropriate to the period and the speaker; third, 
because they were familiar to readers, and their 
omission might be attributed either to my [George's] 
ignorance of, or my want of appreciation of the 
text.36
During the 1849-50 and 1851-52 theatrical seasons,
Vandenhoff accepted starring engagements in Providence,
37Rhode Island.
Late in 1851, Vandenhoff received a message from a 
Captain Granby Calcraft requesting that he call on Mrs.
Edwin Forrest (Catherine Norton Sinclair) for the purpose of 
advising her as to the possibilities for a stage career.
Mrs. Forrest and her famous actor husband were in the final 
stages of their divorce proceedings (granted on January 24, 
1852). Responding to the request, Vandenhoff was told by
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Mrs. Forrest that she felt it necessary to prepare herself
for immediate self-support. George noted that he gave her
his candid opinion that "it was late in life for her to take
such a step; although she had qualities which, had they been
cultivated and improved in earlier youth, might, and would,
3 8have led her to distinction." Remaining undeterred, she
asked him to instruct her in just enough parts so that she
might initially appear with some success.
Vandenhoff reported that after a night of
consideration he consented to become her instructor;
however, as she had no means of payment, it was agreed that,
once she was ready, he would play parts opposite her in
engagements for which he would receive half of the profit
39for their joint performances. Immediate study began for 
the roles of Lady Teazle (School for Scandal) Beatrice 
(Much Ado About Nothing), Margaret Elmore (Love1s 
Sacrifice), Pauline (Lady of Lyons), and Mabel (Patrician's 
Daughter).
It is likely that many people judged Vandenhoff to
be an opportunist; however, it must be remembered that he
was an established performer who had not sought, but had
been sought by, Mrs. Forrest. In an effort to define
clearly his position concerning this matter, George
concluded: "Mrs. Forrest wished to go on the stage; she
needed preparation; she could not pay for it; but it was
probable that public curiosity would render her engagements
40highly profitable." He agreed to instruct her and receive
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due payment by splitting the profits from appearing with 
her. "With commendable sagacity, if not with fastidious 
taste, he insisted that she make her debut as Lady Teazle 
in The School for Scandal, a role which, in view of the 
immediate circumstances, she was reluctant to undertake. 
Squeamish New Yorkers deplored this choice, but among the 
playgoing public there was considerable desire to see the 
heroine of a scandal in real life enact its dramatic 
parallel.
One week after having obtained her divorce, Mrs. 
Forrest, billed as Miss Sinclair, made her debut at 
Wallack's Lyceum Theatre in New York on February 2, 1852.
In accordance with Vandenhoff's advice, the vehicle chosen 
for this event was The School for Scandal. George joined 
Miss Sinclair in the third week of her engagement (February 
16-23) in Lady of Lyons. On February 24, they played Love1s 
Sacrifice. Together they played a total of seventeen nights 
in New York City, fourteen nights in Philadelphia (beginning 
on March 22), fourteen nights in Boston (beginning on April 
19, one night (May 10) in Portland, five nights in 
Providence (beginning May 17), and one night in Bedford, New 
Jersey (May 26). Miss Sinclair then terminated their 
arrangement by departing for Europe to visit her father. 
Vandenhoff never received reimbursement of a personal loan 
in excess of $2,000.00 owed him by Miss Sinclair.
George began a return trip to England in January of 
1853. He arrived in Liverpool via the steamer Arabia, on
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February 6. Upon his arrival, he was approached by a Mr.
Copeland, manager of two Liverpool theatres, who offered him
the title role in Henry V , which was to open on the Monday
after Easter. He accepted the proposal and in the meantime
played a week's bill, beginning on March 28, 1853, which
included Hamlet, Merchant of Venice, Lady of Lyons, and
The Stranger. On April 4, he began a five-week run of
Henry V , playing that role for the first time. Although
houses were excellent, according to George, the production
costs for scenery, costumes, and properties consumed all the
profit. This, coupled with his similar experience with the
Keans' production of King John at the Park, led Vandenhoff
to surmise that Shakespearean revivals, if properly staged,
seldom made money. He concluded that the costly spectacle
necessary to a historically accurate Shakespearean
production, although pleasing to behold, was, after all, a
detriment to communication of the poet's thought. On the
premise that the script had become secondary to extravagant
pictorial display, Vandenhoff recommended curtailment of
scenic effects fo restore prominence to the actor's delivery 
42of the text.
After the Liverpool engagement, Vandenhoff went to 
the Manchester Theatre Royal for four weeks (three of which 
he played opposite Helen Faucit). He then bought a horse, 
left Manchester on June 15, and leisurely traveled toward 
London to visit his father, arriving there on July 10, 1853. 
Mr. Buckstone, manager of the Haymarket Theatre, called on
George at his father's home and offered him the position a 
leading man for the 1853-54 season of the Haymarket. He 
accepted the proposal and then set off on another holiday 
until the Haymarket season opened in October.
After an eleven-year absence from the London stage
Vandenhoff opened on October 25, 1853, at the Haymarket in
the role of Hamlet. Audience member John Vandenhoff was
observed to have been absorbed in the portrayal onstage.
The elder Vandenhoff did not voice his opinion directly to
his son; however, he related his approval to his companion
43a Mr. H. Holl, who in turn relayed the praise to George.
The London Morning Post of October 26, 1853, 
reported:
If Mr. Vandenhoff has not gained fame and money 
from our transatlantic brethren, he has certainly 
acquired experience and improvement in their land, 
and to such an extent as to make us doubt his 
identity with the gentleman who some years since 
performed at Covent Garden Theatre under the 
management of Madame Vestris.
We have no hesitation in declaring Mr.
Vandenhoff's Hamlet to be not only by many degrees 
the best at present on the stage, but also better 
than any that has been seen sin^e ~rire days of John 
Kemble. . . .  In this age of strong accents and 
exaggeration, especially in theatrical matters, it 
is truly refreshing to meet with an actor who never 
"o'ersteps the modesty of nature"— who moves with 
gentlemanlike ease and grace upon the stage, and 
speaks the language of Shakspere with just emphasis 
and purity. Such is Mr. George Vandenhoff; but his 
merits do not stop here, for he is not merely a 
correct performer, but a great one. He not only 
satisfies us, but he delights us. First, by his 
really beautiful level speaking, which is truly: 
'nature to advantage dressed.' This, at once 
honorably distinguishes him from all contemporary 
tragedians. . . . secondly he charms us by the 
exquisite delicacy he imparts to his dramatic 
picture, and the masterly finish of its details: 
thirdly, by the sympathetic glow of feeling
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emanating from the heart— the genial, steadily- 
burning poetic fire which everywhere vivifies his 
conceptions, and warms by its electric power the 
coldest of his auditors into admiration. Add to 
these, the influence of a very agreeable voice, a 
commanding figure, most graceful gestures, and a 
fair idea may be formed of the very remarkable 
qualities of Mr. Vandenhoff, as exhibited on this 
occasion. We have preferred giving a general sketch 
of the 'debutant's' powers to selecting special 
portions of his performance for praise. Where all 
was so evenly good, . . .
Mr. Vandenhoff was warmly applauded throughout, 
and called for with enthusiasm at the fall of the 
curtain.
That Vandenhoff had delighted this reviewer "by his 
really beautiful level of speaking, which is truly 'nature 
to advantage dressed,'" is a complimentary manner of calling
attention to George's vocal effectiveness.
The Times of October 26, 1853, reported:
. . . when he [Vandenhoff] re-appeared last night at 
the Haymarket, after a long absence in America, he 
had the reception of a completely new actor, and he 
has certainly re-introduced himself to the London 
public in a very creditable manner. Hamlet--the 
character which, like so many young tragedians, he 
has chosen for his opening— does not, indeed, 
receive any new light from his interpretation, which 
he has based on long-established precedents, but 
nevertheless which is not often to be found. If he
created no great astonishment by what he 'did,' he 
is entitled to great praise for what he avoided; for 
while, as we have said, his acting was founded on 
the conventional routine, he shunned all the old 
conventional tricks. By saying that he gives a 
castigated [sic] edition of the established Hamlet, 
we should perhaps convey the most accurate 
impression of his performance.
Reading with the utmost correctness, elegant in 
his movements, accomplished in the externals of 
histrionic art, and endowed with considerable 
advantages of person and voice (the latter being 
clear, though soft), Mr. Vandenhoff's forte seems to 
lie rather in the colloquial gently pathetic, than 
in the violently passionate, and his elocution is 
marked less by force than be refinement. At the 
same time some situations, particularly the 
play-scene, were powerfully worked up, and may
perhaps justify the friends of Mr. G. Vandenhoff in 
forming sanquine hopes of future greatness. His 
performance throughout was heard with evident 
approbation, and he was called with loud applause at 
the end of the play.
Although this critic did not observe any new 
inventions in Vandenhoff's Hamlet, he praised him for not 
repeating the inventions of his predecessors.
The London Illustrated News of the same date wrote
On Tuesday Hamlet was performed for the purpose 
of testing the claims of Mr. George Vandenhoff to 
the tragic lead of the company, and the trial was 
perfectly satisfactory. . . .  he left us altogether 
for America, where by practice he has become 
evidently a finished artist. His Hamlet is 
certainly an elegant, and, in some situations, a 
highly wrought piece of acting. His success was 
incontrovertible; and an honorable future awaits his 
exertions.
The London Sunday Times of October 30, 1853, 
observed:
Mr. George Vandenhoff, the son of the celebrated 
tragedian, who some years since made his metropolitan 
debut at Covent Garden . . . appeared on the Haymarket
boards, for the first time, on Tuesday evening, 
after a long absence in the United States, where he 
has gathered histrionic laurels in abundance. The 
character selected for his second entrance to the 
English stage was Hamlet, for which nature seems to 
have especially fitted him by bestowing upon him a 
graceful and commanding figure, fine expressive 
features, an intellectual head, a penetrating eye, 
and a voice capable of being modulated according to 
the passion or emotion to be delineated. The great 
merit of Mr. Vandenhoff in the character is the 
skillful manner in which he unfolds it without 
destroying its delicate texture. All his care seems 
to be to render Hamlet such as Shakspere certainly 
intended— gentle, contemplative, and philosophic, 
with a disposition naturally warm and generous, 
stimulated by a solemn supernatural revelation to an 
act of cruel vengence from which his soul recoils.
It is the mind, and not the passions of Hamlet, that 
is excited; he can moralize and weigh to the 
minutest grain questions of a present and future 
state, and can speculate with philosophic exactness
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upon the justness and morality of his terrible 
mission. No man whose passions were highly wrought 
upon could so abstract his reasoning faculties.
Taking this view of the character, we entirely agree 
with Mr. Vandenhoff in what may be termed the 
subdued and intellectual reading he gave of it. The 
total absence of all clap-trap of trickery, either 
in voice or action, and the consummate art with 
which, by the judicious reading of the part, he 
developed all its beauties, cannot be too highly 
commended. We admit that to ears accustomed— we 
will not say attuned— to the violence of some 
performers, or to exaggerated and stagey points— as 
far removed from dramatic truth as they are from 
nature— the reflective and poetic style of Mr.
George Vandenhoff may appear insipid. We should 
as soon expect a confirmed brandy-drinker to relish 
the mild but generous warmth of pure claret. That 
Mr. G. Vandenhoff possesses power, as well as 
tenderness and pathos, we need but refer to his 
scene with the Queen in the closet, the play-scene 
and his delivery of the passionate soliloquy, '0, 
what a rogue and peasant slave am I !' His advice to 
the players was an admirable combination of the 
familiar with the didactic style. Altogether, we do 
not remember any Hamlet of late years with whom we 
were so well pleased.
Regarding the praise conferred upon him by the
foregoing critiques, Vandenhoff wrote that "any credit I may
have obtained by my performance of Hamlet, I owe simply to
confidence in Shakespeare— to a conviction that he was, and
44is sufficient for himself."
The role of Evelyn in Bulwer's comedy, Money, was 
selected for Vandenhoff's second appearance. He wrote that
received many compliments on my performance of 
Evelyn, both from the actors, and the public press.
The most valued of all was my father's expression of 
satisfaction, communicated to me by my mother. He 
had said, she told me, that 'it was as good as the 
Hamlet; and he could not say more'.45
Money was repeated six times during the following two weeks
and several times thereafter.
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Lady of Lyons was the third production, followed by 
Much Ado About Nothing as the fourth. Charlotte Cushman 
appeared at the Haymarket Theatre for part of the season and 
George played opposite her in The Stranger, Henry VIII, and 
Duchess Eleanor. His other roles during that season at the 
Haymarket were Duke Aranza, Bob Handy, Reuben Glenroy, 
Dazzle, and Captain Cozens in Knights of the Round Table.
The latter play, by James R. Planche, was popular with 
audiences and ran for fifty-four successive nights. On the 
average, Vandenhoff played three nights per week for a 
season of thirty-eight weeks.
After concluding that season at the Haymarket,
George did three weeks at the Liverpool Theatre, followed by 
a two-month engagement at the St. James Theatre in London, 
where he opened in The King's Rival, a drama by Tom Taylor 
and Charles Reade. For the remainder of this engagement, 
George played the roles of Evelyn, Charles Surface, Claude 
Melnotte, Lord Townly, Don Felix, and the Stranger. Illness 
prevented his fulfilling his obligations at the St. James 
Theatre. He resigned and went south to St. Leonard's for a 
brief rest.
After a short trip back to London for a celebration 
by the Mayor at the Garrick Club, George boarded a train for 
Folkestone and went to Paris for a few weeks. The New York 
Mirror reported that Vandenhoff accepted an engagement there 
and, playing in the French language, . . . "succeeded in
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doing what none others save [Charles] Matthews and [Charles]
Wyndham had ever done— he completely subjugated the national
artistic prejudice and commanded the admiration of the
46captious Parisian public."
While in Paris, Vandenhoff wrote a marriage proposal 
to American actress Mary Makeah, returned to London, 
declined an engagement at the Princess Theatre offered by 
Charles Kean, played five nights in Liverpool, boarded the
47steamer America, and arrived in Boston on August 17, 1855.
Three days after his arrival, George Vandenhoff and 
Miss Makeah were married at Trinity Church in Boston.
George recorded that their honeymoon was spent primarily at 
the Clarendon Hotel in New York City. He accepted a 
five-night plus Saturday matinee engagement, beginning on 
September 24, 1855, at the Boston Theatre to secure funds 
for passage to England. George played a series of his 
favorite characters: Hamlet, Alfred Evelyn (Money), Charles 
Surface (School for Scandal), Reubin Glenroy (Town and 
Country), and Claude Melnotte (Lady of Lyons). In the 
latter offering, Mrs. Vandenhoff joined her husband for the 
first time and played Pauline.
Shortly thereafter the Vandenhoffs departed from 
Boston and arrived in Liverpool in mid-October. On their 
way to London, they detoured for a short stay at Stratford- 
on-Avon. After visitng a couple of months with the John 
Vandenhoffs in London, George and Mary proceeded to Ireland
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and then to Scotland. George said that he "indulged his 
wife's [theatrical] inclinations" by making joint 
engagements for them at theatres in Dublin, Edinburgh, 
Glascow, Liverpool, and other places. They played Romeo 
and Juliet in a small provincial theatre at Rochester in 
Kent. At Dublin Mrs. Vandenhoff played a two-week 
engagement. She repeated the title role in Evadne by 
Richard Shiel and also portrayed Mrs. Haller and Margaret 
Elmore.
George recorded that he and Mrs. Vandenhoff were
well received by audiences of the Edinburgh Theatre Royal.
Mrs. Vandenhoff again performed those roles played in
Rochester and she and George did Macbeth. In the middle of
the second act, right after the murder-scene, the applause
was extended until they re-entered, thereupon prompting loud
48cheers and a standing ovation from the pit.
The manager in Glascow declared that the Vandenhoffs
appeared before the largest house ever for that theatre;
however, the experience was not a pleasant one. The house
was oversold and as a result the crowded audience grew
disgruntled. They became restless, noisy, and somewhat
rude. Vandenhoff interrupted the performance to give them a
49lecture on good behavior.
After a year in England, Ireland, and Scotland, the 
Vandenhoffs departed from Liverpool aboard the Canada and 
arrived in Boston in mid-November of 1856. George recorded 
that upon their arrival in Boston he was immediately offered
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an engagement. Possibly he was referring to his one-week
engagement begun on April 6, 1857, at the Boston Theatre.
He appeared in Henry V , Hamlet, Macbeth, As You Like It, and
in a Saturday matinee of Still Waters Run Deep. During this
matinee he also recited Collins' "Ode to Passions," in
which, costumed as Apollo, he assumed statuesque
illustrations of "Fear," "Anger," "Love," "Jealousy,"
50"Hope," "Despair," and "Joy." As far as can be 
determined, this was the first time that he included a 
recitation on the same bill with a dramatic performance.
Vandenhoff continued with the company of the Boston 
Theatre into its 1857-58 season, which opened on September 7. 
During the first week, he appeared in Evadne, The Poor 
Gentleman, Romeo and Juliet, The Victim, The Masks and 
Faces, and some farces.
In early youth, George Vandenhoff developed an
intense admiration and deep-felt respect for Shakespeare and
his writings. In his Actor's Note-Book, he declared:
I have no doubt that the sketch of Stratford-on 
Avon, by Geoffry Crayon, has first excited many 
youthful imaginations to a thirst to drink at the 
Shakespearean fountain. I freely confess that my 
own love for him who sleeps in Avon's banks, owes 
its first germ to that sketch, which I read when 
quite a boy. It at once awakened my curiosity and 
interest. All dramatic works were forbidden lore to 
me, at that age, at school; but I surreptitiously 
procured a Dodd's Beauties of Shakespere, and 
eagerly devoured this concentrated essence of the 
poet. I kept it under my pillow at night and, by 
day, stole into corners and secret places to enjoy 
it. It opened to me a new revelation; a new gospel 
of thought, language, sentiment, emotion; and I 
never parted with the scattered leaves . . . till I 
was enabled, at a later age, to study and explore
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the master's mind in the massive and harmonious 
fulness of his entire works.51
Vandenhoff's affinity for Shakespearean dramas was 
evidenced in his repeated portrayals of roles, particularly 
of tragic characters, in that poet's works. Without 
question George considered Shakespearean texts to be the 
embodiment of supreme perfection in the theatre.
As audiences began to demand more and more spectacle
in their theatrical experiences, production costs for
staging the classics steadily increased. In order to
attract patrons, theatre managers were compelled to
over-invest in extravagant sets and authentic dress. The
only compensation for the added expense was to increase the
run of a play. This solution proved impractical, because
patrons also demanded variety in offerings over a period of
time. Vandenhoff became concerned that increasing attention
to spectacle, though necessary to box-office demand, was
endangering true representation of the playwright's text.
During his work with the Keans in King John, George became
particularly aware of this dilemma. In summation of the
predicament, he declared:
It is ruinous to the Poet to make him stand as the 
mere letter-press to the tableaux. If spectacle is 
to be the main feature of our theatres— if the 
public taste has become so pampered by indulgence, 
that it can only be tempted by show and glare, then 
I say give it spectacle, pure et simple; let the 
action and the dialogue be mere canvas-lines and 
clothes-pegs, and let them be chosen and arranged as 
such; but do not let us degrade the verse of him to 
whom Nature gave the 'golden keys'
'That can unlock the gates of joy,
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Of horror, woe, and thrilling fears,
Or ope the sacred source of sympathetic 
tears,'—
do not let us make a pack-horse of his verse, to 
carry the scene-painter, the costumer, and the 
carpenter in triumph to the gods 152
Accelerated interest in theatrical dressings
prompted Vandenhoff to caution audiences that "extravagance
53has banished simple nature and truth" from the stage. He
feared that the shifting emphasis toward spectacle would
lessen the demand for actors of merit. He perceived actors
indulging in undesirable practices, which were jeopardizing
the status of the profession, and noted that
Rant has taken the place of passion; . . . There was 
a time when the stage was regarded as a school of 
refined pronunciation, elegant carriage, and 
distinguished manners. The great comedians were men 
of high cultivation, and accomplished in all the 
externals of a gentleman. They kept the best 
society, were formed in it, and by it; and 
perpetuated and popularized its graces.54
Unhappily, Vandenhoff pronounced "it is hardly
probable that, henceforth, men and women of education and
talent will embrace the stage as a profession; for those
55qualities are daily less called for in its practice." His
growing discontent led him to conclude:
[The stage] had entirely lost its charms for me, 
and . . . appeared day by day, and night by night to 
be sinking lower, as an acknowledged source of 
intellectual amusement. . . . when it ceases to be 
regarded as affording amusement worthy of the 
attention and encouragement of cultivated minds, and 
only pays when it panders to vulgar taste or local 
prejudices, then, for my part, I desire to escape 
from a profession which, while attended with many 
heart-wearing annoyances, offers no high object of 
ambition, and neither elevates the mind nor fills 
the pocket.56
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In later writing of his career on the stage, 
Vandenhoff recalled:
The result of my experience was, that I made up 
my mind to quit the profession of the Stage as soon 
as I could see my way clearly out of it: for I had
now, as the leading actor of the leading 
Metropolitan Theatre, with acknowledged success in a 
great variety of characters, in tragedy and comedy, 
made this discovery— that, in the present condition 
of theatricals, there was no prize worthy a rational 
ambition, or the efforts of any man capable of other 
things.57
"Being capable of other things," Vandenhoff chose to 
retire from the stage. He applied for and was admitted to 
practice at the bar in America on November 10, 1858. At the 
same time, Mrs. Vandenhoff also left the profession and
began teaching elocution in New York City, where they now
5 8resided. It was during or near this time that Mrs. 
Vandenhoff became pregnant. This condition might have been 
a strong factor in influencing her decision.
Although George became disenchanted with changes in
the theatrical profession, he was unable to find consolation
in returning to law practice. "He did not devote much time
to legal pursuits, still cherishing the distaste for them
59formed in his early manhood."
He was drawn more and more toward engagements for 
lectures and public readings, especially of Shakespeare, 
Dickens, and Sheridan. It was in the practice of elocution, 
teaching, performing, and writing, that Vandenhoff 
ultimately found his professional forte.
Even though he left the theatre in discontent, 
Vandenhoff maintained his friendship with his actor friends.
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A gesture of kindness extended by Vandenhoff after a 
national tragedy is worthy of mention. Following President 
Lincoln's assassination by John Wilkes Booth, the Booth 
family and friends of family members were ostracized. Many 
were even jailed on flimsy charges of association with a 
traitor. Edwin Booth's private life and professional career 
experienced a drastic setback, as did the lives and 
professions of others of the Booth family. Edwin Booth's 
biographer noted that in this time of bewilderment, Edwin's 
real friends showed their true colors by continuing to 
support him.^ Edwin received correspondence from one of 
those friends, George Vandenhoff:
GV [Initialed stationery]
66 West 14th Street 
My Dear Sir,
If I were not afraid of appearing to intrude on 
your seclusion I would have paid you a visit [of] 
sympathy ere this. But I beg you to believe how 
sincerely both myself and wife do sympathize with 
you and how heartily we join the expression of 
kindly feeling and good wishes with which I am 
delighted to see the public press seems in your 
favor and in which I am sure the public sentiment 





fi 1E. Booth Esq.
The date of this letter is the same as that on which
6 2Lincoln's funeral calvacade set out from Washington.
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On at least three occasions Vandenhoff returned to
the theatre for brief appearances. It is recorded that he
appeared at the Boston Theatre for two weeks, beginning on
April 20, 1863. Possibly he and Mrs. Vandenhoff were in
Boston on a family visit at the time and he accepted an
invitation in order to cover travel expenses. Similar
practice was not uncommon for him in earlier years. Plays
produced during that engagement were Town and Country, The
Rough Diamond, The School for Scandal, Money, Speed the
Plough, The Rivals, The Lottery Ticket, Uncle Frissle,
John Bull, Don Caesar de Bazan, She Stoops to Conquer, The
6 3Stranger, and The Wanderer. Some of these were likely to 
have been played as afterpieces.
On two more occasions George reappeared on the stage 
in support of old friends. Perhaps the more notable was in 
1874, when he joined Charlotte Cushman for her final 
farewell performances. the New York Mirror reported:
Mr. Vandenhoff emerged from his dramatic 
retirement in 1875 [actually 1874] to participate in 
Charlotte Cushman's memorable farewell to the stage, 
a year previous to her death at Boston. During the 
engagement at Booth's Miss Cushman acted Queen 
Katherine in Henry the Eighth [October 19, 1874] and 
Lady Macbeth [October 24, 1874]. Mr. Vandenhoff 
supported her as Cardinal Wolsey and Macbeth. His 
acting in the former character was particularly 
impressive.64
George was scheduled to appear in As You Like It on 
December 10, 1877, at the Booth Theatre as a fill-in for 
another old colleague, Fanny Davenport, who had been forced 
to postpone her scheduled performance as the result of a
107
stage accident. Illness prevented Vandenhoff from
6 5appearing and he too had to cancel
For his last theatrical engagement, in support of
visiting actress Genevieve Ward, Vandenhoff played Cardinal
Wolsey (Richelieu) and Gloster (Jane Shore), in September,
6 61878. He continued to appear in public as an oral 
interpreter of literature until the end of 1883.
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CHAPTER III
GEORGE VANDENHOFF'S PUBLIC READING CAREER 
IN NEW YORK AND EASTERN CITIES
Many readers, including John Vandenhoff, Charles 
Kemble, William Macready, Fanny Kemble, George Vandenhoff, 
and Charlotte Cushman, were earlier known to audiences as 
actors. "These readers took their art seriously. Some of 
them had been trained in the theatre since they were 
infants."^
George Vandenhoff's public reading career was even 
more extensive than that in the theatre. However, his two 
activities did not exist independently of each other. 
Vandenhoff participated in both for a number of years before 
withdrawing from the theatre and dedicating himself to 
reading.
Vandenhoff devoted six months to studying the 
character of Hamlet prior to playing that role in the 
theatre. In May of 1839, near the completion of his 
preparation, he presented a discourse on the play before the 
Westminster Literary and Scientific Institution of London. 
Reading the principal scenes and soliloquies from the play 
was a part of that presentation. Vandenhoff noted that the 
appearance had afforded him opportunity to assess the
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effectiveness of his character analysis as well as to test
his ability to communicate. In retrospect, he wrote:
This was the first Shakesperian Reading I ever gave, 
and the applause I received on that occasion, from a 
very large, overcrowded audience of more than 
average intelligence, was a great encouragement to 
me, and first turned my thoughts toward public 
reading.2
In reviewing those years of his theatrical career,
Vandenhoff wrote that
during the intervals of these engagements, I devoted 
a portion of my time to public Readings of 
Shakespere, Sheridan and the Poets. Already 
perceiving that this style of literary entertainment 
would take a great hold of the public mind, I began 
to give it conscientious study and earnest 
attention, as a means to enable me to quit the stage.3
Following his initial reading, Vandenhoff presented
twenty-three readings by March of 1852, while continuing to
act in the theatre. Less than two years after his marriage
in August of 1855, Vandenhoff left the stage and seriously
began his pursuit of public reading as a livelihood. Of
this change he recorded:
My ambition is fully satisfied in being received as 
an Interpreter of Shakespere's inspired page, 
without the aid or drawback, whichever it may be 
considered, (and there are strong arguments for 
either view) of stage accessories, costume, scenery, 
and a company of actors. I never stand at the 
Reading-desk, in my plain, evening toilette, with 
the works of him who 'was not of an age, but all 
time,' open before me, that I do not congratulate 
myself in being freed from the pomp and circumstance 
of the Theatre, its conventional trammels, and its 
inharmonious accompaniments.
'Aye marry! now my soul has elbow-room!
There is nothing to contract its flight, or to 
disturb or interrupt the current of my conceptions, 
or to break the consistency of my design.4
113
Excluding the early performance in May of 1839,
Vandenhoff's public readings spanned a period of thirty-nine
years. On 235 publicized occasions George Vandenhoff read
in New York and neighboring cities. In his Actor's Note-
Book, he mentioned that he also had "played, and read, too,
in Richmond, to very fine houses; and . . . received there
5the kindest attentions." In addition, he noted that on 
several occasions he had delivered his own satirical poem, 
"Common Sense," not only in New York but in Boston, Albany, 
Baltimore, Cincinnati, and other cities.^ Vandenhoff 
engaged in western and southern tours while he was still in 
the theatre. Also, he made a number of trips to England 
during his career. Likely he offered readings during these 
trips. It is recorded that he made a western tour of
7America, giving lectures and readings in 1859. He left 
New York in October of 1860 for a tour of lecture engage­
ments. Although details of these tours remain undetermined, 
it is known that he did present his "Poem for Union" in St.
gLouis and other western cities.
From January of 1859 through December of 1865, he 
was frequently joined by his wife in readings. Thereafter, 
Mrs. Vandenhoff performed with her husband on at least two 
other occasions— in January of 1869 and in the spring of 
1873.
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Table 1 identifies the works comprising Vandenhoff's 
individual programs. Vandenhoff provided both entertainment 
and enlightenment for his audiences, who were regarded as 
members of the intelligentsia. He pleased them with 
offerings from familiar literature and continually delighted 
them by introducing them to contemporary works, thereby 
increasing their knowledge and appreciation of literature. 
The literary quality of Vandenhoff's programs is reflected 
by the authors and selections represented in Table 1.
TABLE 1
DATES, LOCALES, AND LITERATURE FOR VANDENHOFF'S 
READINGS AND LECTURES
N o ve m b e r 2 7 , 1 8 4 4  
M a rc h  3 ,  1 8 4 5  
H a r c h  4 ,  1 8 4 5  
D e ce m b e r 2 2 ,  1 8 4 5
O c to b e r  5 ,  1 6 4 6
D e ce m b e r 1 6 ,  1 6 4 7
J a n u a r y  2 6 ,  1 6 5 0  
( f i r s t  i n  s e r i e s )
F e b r u a r y  9 ,  1 6 5 0  
M a rc h  2 ,  1 8 5 0
N o vem ber 3 0 ,  1 8 5 0  
( f i r s t  o f  t h r e e -  
n ig h t  e n g a g e m e n t )
C l i n t o n  H a l l  
New Y o r k  C i t y
S o c ie t y  L i b r a r y  
New Y o r k  C i t y
C l i n t o n  H a l l  
New Y o r k  C i t y
B r o o k ly n  I n s t i ­
t u t e
H o w a rd  A th e n a e u m
B o s to n
B r o o k ly n  I n s t i ­
t u t e
B o s to n  H u se tm i 
B o s to n  M useum  
B o s to n  M useum
B o s to n  M useum
R e c i t a t i o n s  a n d  R e a d in g s ^
L e c t u r e  o n  “ T h e  G re e k  D r a m s i"
S o p h o c le s *  A n t ig o n e  ( s c e n e s )
S h a k e s p e a r e 's  K in g  L e a r  ( s c e n e s )
L e c t u r e  o n  G re e k  Dram a a n d  s c e n e s  f r o m  
A n t lg o n e  a n d  k i n g  L e a r  H
L e c t u r e ,  R e a d in g s ,  a n d  R e c i t a t i o n s  
s e r i o u s  a n d  c o s i ic  f r o m  t h e  t r a g e d ie s  a n d  
c o m e d ie s  o f  S h a k e s p e a re  * ~
A d d ro a o  f o r  t h e  fo r m a l  o p e n in g  1 ■*
D r a m a t ic  r e a d in g s  14
S h a k e s p e a re a n  r e a d in g s  i n  c o s t i v e  
H e n rv  V I l l ( N o l s e y ) ,  H a m le t ( A c t  I I I ) ,  M e rc h a n t  
o f  V e n ic e " ( A c t  I V ) ,  a n d  H e n ry  IV  ( A c t  I V ) . i  
S c e n e s  f r o m  M a c b e th ,  M id su m m e r N ig h t  s  
D re a m , a n d  H e n ry  I V ,  P a r t  2 . ( F a l s t a f f )
E n g l i s h  a n d  A m e r ic a n  a u t h o r s  w i t h  s e l e c t i o n s  
f r o s t  w o rk s  b y  S h a k e s p e a re ,  B y r o n ,  S c o t t ,  a n d  
P ie r p o n t l  '
*1,1 f e  a n d  W r i t i n g s  o f  S h e r id a n "
L e c t u r e  a n d  r e a d in g s ) "
D e ce m b e r 1 9 ,  1 6 5 0 B r o o k ly n  I n s t i ­
t u t e
1 8 5 0  L e c t u r e  S e a s o n  C l i n t o n  H a l l  
New Y o r k ’ s  M e r c a n t i l e  
L i b r a r y  A a e o c ia t i o n  
( t h r e e  n i g h t s )
L e c t u r e  a n d  R e a d in g s i
" A n  E v e n in g  w i t h  S h e r id a n j  S h e r id a n  s  
L i f e ,  U > v e , E lo p « * e n t  • r>d  D u e l "  c o n c lu d in g  
w i t h  r e a d in g s  f r o m  T h e  R iv a l s
L e c t u r e s  a n d  r e a d in g s  ^
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M a rc h  24, 2 6 ,  a n d  
27, 1B51
M a rc h  3 1 ,  A p r i l  2 
a n d  4, 1B51
M a rc h  1 2 ,  l f l5 2
1 8 5 6 -5 7  L e c t u r e  
S e a s o n
1 8 5 7 -5 0  S e a s o n
A p r i l  6 ,  1B 57
N o ve m b e r 2 4 , 1B 57
J a n u a r y  2 5 , 1 8 5 6
N o v e m b e r 4 ,  1B5B
N o v e m b e r 11 a n d  
1 8 ,  1B5B
J a n u a r y  3 ,  1 0 ,  1 7 ,  
a n d  2 4 ,  1B 59
J a n u a r y  I B , 2 0 ,  a n d  
2 2 ,  1 6 5 9
J a n u a r y  2 5 ,  2 7 , 
a n d  2 9 ,  1 8 5 9
F e b r u a r y  2 ,  3 ,  
a n d  4 ,  1 6 5 9
F e b r u a r y  5 ,  1 8 5 9  
( e x te n d e d  e n g a g e ­
m e n t )
F e b r u a r y  7 ,  1 8 5 9
F e b r u a r y  B , 1 8 5 9
F e b r u a r y  B , 1 6 5 9
H o p e  C h a p e l 
New Y o r k  C i t y
S o c ie t y  L i b r a r y  
New Y o r k  C i t y
M e t r o p o l i t a n  i l a l l  
New Y o r k  C i t y
L e c t u r e  a n d  R e a d in g s i
F i r s t  e v e n in g i  " S h e r i d a n 's  e a r l y  L i f e ,  L o v e ,  
E lo p e m e n t ,  M a r r ia g e ,  a n d  D u e ls "  w i t h  T h e  
R i v a l s  a s  t h e  m a jo r  s o u r c e  21 
S e c o n d  e v e n in g i  " S h e r id a n ,  G a r r i c k ,  a n d  D r u r y  
L a n e  T h e a t r e "  w i t h  r e a d in g s  f r o m  T h e  S c h o o l 
F o r  S c a n d a l 22 
T h i r d  e v e n in g i  " S h e r id a n ’ s  L i f e  S k e tc h  C o n t in -  
u e d i  h i s  E m b a r ra s s m e n ts i D e a th "  w i t h  r e a d ­
in g s  f r o m  T h e  C r i t i c 23
R e p e a t  o f  " E v e n in g s  w i t h  S h e r i d a n " 2*1
T h e  M e r c h a n t  o f  V e n ic e ,  A c t s  I  a n d  I V ,  "T h e  
P u n c h  B o w l"  ( H o lm e s jV " H u l lo t / u U  G ro u n d "  (C am p­
b e l l ) ,  a n d  " L o c h in v u r "  ( S o o t t ) ,  V a n d e n h o f f  j o i n ­
e d  b y  M r s .  C . N . S i n c l a i r ,  who r e a d  "A  P o e t 's  
P a t t i n g  T h o u g h t "  ( M o t h e r w e l l )  a n d  "T h e  B u i l d i n g  
o f  t h e  S h ip "  ( L o n g f e l lo w )  25
Y o u n g  H e n 's  I n s t i -  R e a d i r g s  a n d  c o n v e r u d t  . o r id l  L e c t u r e s  
t u t e
New H a v e n , C o n n .
B r o o k ly n  I n s t i ­
t u t e
T h r e e  e v e n in g s  o f  r e a d in g s 2 7
B o s to n  T h e l t r e
D o d w o r th 's  H a l l  
New Y o r k  C i t y
C l i n t o n  H a l l  
New Y o r k  C i t y
C l i n t o n  H a l l  
New Y o r k  C i t y
C o l l i n s '  "O d e  t o  t h e  P a s s io n s "  w i t h  s t a t ­
u e s q u e  i l l u s t r a t i o n s  o f  F e a r — A n g e r — L o v e  
— J ° ^ i o u a Y— H o p e - - D e s p a i r — a n d  J o y ,  i n  c o s ­
tu m e
"Common S e n s e "  ( V a n d e n h o f f ) 2 y
"Common S e n s e "  ( V a n d e n h o f f ) 30
R e a d in g s  f r o m  A s  Y o u  L i k e  I t  a n d  M a c b e th * 31
B r o o k ly n  I n s t i ­
t u t e
New C h a p e l 
B r o o k ly n
H ope  C h a p e l 
New Y o r k  C i t y
H ope  C h a p e l 
New Y o r k  C i t y
L e c t u r e s  a n d  R e a d in g s ^
F i r s t  w e e k i " A n  E v e n in g  w i t h  S h a k e s p e a re "
S e c o n d  w e e k i "A n  E v e n in a  w i t h  T e n n y s o n "  a n d  
s c e n e s  f r o m  H a m le t 33 
T h i r d  w e e k i M i l t o n ' s  "C o rnua" a n d  o t h e r  s e le c ­
t i o n s
F o u r t h  w e e k i " R e a d in g s  o f  t h e  S c r i p t u r e s  a n d  
S a c re d  p o e t r y "  i n c l u d i n g  " R a is i n g  o f  L a z a ­
r u s  f r o m  t h e  D e a d ;"  B r y a n t ' s  T h a n a t o p a is  ,
" S d n d d lp h a r i p r  A n g e l  o f  P r a y e r "  ( L o n g f e l l o w ) ,
" D e a th  o f  L e f e v r e "  ( S t e r n e ) ,  " D e a th  o f  t h e  
O ld  Y e a r "  ( T e n n y s o n ) ,  " T h e  Two A r m ie s "
( H o lm e s ) ,  " M e e t in g  o f  E v a n g e l in e  a n d  h e r  
D y in g  L o v e r "  ( L o n g f e l l o w ) ,  a n d  " P a u l ' s  De­
f e n c e  b e f o r e  P e s t u s "  ( L o n g f e l l o w ) 3*1
F i r s t  n i g h t i  S c e n e s  f r o m  T h e  M e r c h a n t  o f  V e n ic e  
a n d  " B a r d e l l  v s .  P ic k w ic k "  ( D ic k e n s )  JZl 
S e c o n d  n i g h t t  s c e n e s  f r o m  M a c b e th  a n d  s k e tc h e s  
f  rom  N i c l o l a s  N ic k e l  b y  3t»
T h i r d  n i g h t i  S c e n e s  f r o m  H a m le t  a n d  p a s ­
s a g e s  f r o m  0 1 i v e r  T w is t  Ji 
( V a n d e n h o f f  J o in e d  b y  M r s .  V a n d e n h o f f  o n  a l l  t h r e e  n ig h t s )
" S c e n e s  f r o m  S h a k e s p e a re  a n d  S k e tc h e s  fro m  
D ic k e n s "  ( w i t h  M r s .  V a n d e n h o f f )
F i r s t  n i g h t i  S c e n e s  f r o m  H a m le t  a n d  " H r .
P ic k w ic k  a n d  M r s .  B a r d e l l "
S e c o n d  n i g h t i  S c e n e s  f r o m  M uch  A d o  a b o u t  
N o t h in g  a n d  " M r .  L l l l y v i c k ' s  a n d  H e n r i -  
e t t a  P e t o w k e r 's  N u p t i a l s "
T h i r d  n ig h t iS c e n e s  f r o m  A s  Y o u  L i k e  I t  a n d
" T h e  G r e a t  T r i a l  o f  B a r d e l l  v s .  P i c k w ic k " 36
L y r i q u e  H a l l  
New Y o r k  C i t y
L y r i q u e  H a l l  
New Y o r k  C i t y
L y r i q u e  H a l l  
New Y o r k  C i t y
L y r i q u e  H a l l  
New Y o r k  C i t y
M e r c a n t i l e  L i b r a r y  
B r o o k ly n
" T h r e e  E v e n in g s  w i t h  S h e r i d a n , "  e a c h  e v e n in g
a d i f f e r e n t  p e r i o d  o f  t h e  L i f e  o f  t h e  g r e a t
H i t ,  O r a t o r ,  a n d  D r a m a t is t  c l o s i n g  w i t h  th e
r e a d in g  o f  a  d i f f e r e n t  com edy
F i r s t  n i g h t  c l o s i n g i  T h e  R i v a l s
S e c o n d  n i g h t  c l o s i n g i  T h e  S c h o o l f o r  S c a n d a l^
T h i r d  n i g h t  c l o s i n g i  T h e  C r i t i c
"A n  E v e n in g  w i t h  D i c k e n s " — " B i r t h d a y  o f  L i t t l e  
D o m b e y ,"  " R ic h a r d  D o u b le d ic k i  t h e  P o o r  T r a v e l e r ' s  
S t o r y , "  a n d  " M r .  B u m b le 's  C o u r t s h ip ”  41
"A n  H o u r  w i t h  B u r n s ,  a n d  H a l f  a n  H o u r  w i t h  D ic k e n s "  
" M r .  E m e r s o n 's  S p e e c h  a t  t h e  B u rn s  F e s t i v a l , "  
R e a d in g s  f r o m  B u r n s i  "T a in  O 'S h a n t e r , "  " C o t t e r ' s  
S a tu r d a y  N i g h t , "  " S c o t ' s  H h a ' h a e  H i '  W a l la c e  
B l e d , "  a n d  o t h e r s
" M r .  L l l l y v i c k ' s  N u p t i a l s "  ( D ic k e n s ) 42
e h "  ( L o n g f e l l o w )"T h e  C o u r t s h ip  o f  M i l e s  s t a n d i  
R e a d  b y  M r s .  V a n d e n h o f f  J
"T h e  C o u r t s h ip  o f  H L le s  S t a n d is h "  ( L o n g f e l lo w )  
R ead b y  V a n d e n l io f f
F e b r u a r y  9 ,  1 8 5 9  
F e b r u a r y  1 0 ,  1 6 5 9  
F e b r u a r y  1 2 ,  1 8 5 9  
F e b r u a r y  1 3 ,  1 6 5 9
M a rc h  4 ,  1 8 5 9
H a r c h  7 ,  1 6 5 9  
M a rc h  1 0 ,  1 8 5 9
M a rc h  1 4 , 1 8 5 9
M a rc h  1 7 ,  1 8 5 9
D e ce m b e r 13 a n d  
1 5 ,  1 8 5 9
J a n u a r y  9 - 1 4 ,
1 8 0 0
J a n u a r y  1 8 - 2 1 ,  
1 BbO
J a n u a r y  2 3 -2 8  
a n d  3 0 ,  1 8 6 0
F e b r u a r y  1 - 4 ,  
1 8 6 0
L y r i q u e  H a l l  
New Y o r k  C i t y
L y r i q u e  H a l l  
New Y o r k  C i t y
L y r i q u e  H a l l  
New Y o r k  C i t y
L y r i q u e  l l a l l  
New Y o r k  C i t y
D o d w o r t h 's  H a l l  
New Y o r k  C i t y  49
D o d w o r t h 's  H a l l  
New Y o r k  C i t y
D o d w o r t h 's  H a l l  
New Y o r k  C i t y
D o d w o r t h 's  l l a l l  
New Y o r k  C i t y
D o d w o r th 's  H a l l  
New Y o r k  C i t y
D o d w o r t h 's  H a l l  
New Y o r k  C i t y  55
H o p e  C h a p e l 
New Y o r k  C i t y
H o p e  C h a p e l 
New Y o r k  C i t y 1'*1
H o p e  C h a p e l 
New Y o r k  C i t y
H o p e  C h a p e l 
New Y o r k  C i t y
"A n  E v e n in g  w i t h  S h e r id a n * *  
F e a t u r i n g  T h e  R i v a l s  45
T h e  L a d y  o f  L y o n s  ( B u l v e r - L y t t o n )  
R ead  b y  H r .  a n d  M r s .  V a n d e n h o f f 45
D ic k e n s '  A C h r is tm a s  C a r o l 47
" S c r i p t u r e s  a n d  S a c re d  p o e t r y , "  i n c l u d i n g  
B r y a n t ' s  " T h a n a t o p s is "  a n d  L o n g f e l l o w 's  
" S a n d a lp h a r  t h e  A n g e l " 46
R e a d in g s  f r o m  S h a k e s p e a re  a n d  D ic k e n s i  
A c t s  I  a n d  I I  f r o m  M a c b e th ,  " M r .  H i n k l e ' s  
H o r s e m a n s h ip "  f r o m  P ic k w ic k  P a p e rs  a n d  
" S t o r y  o f  D a r b 'e d i c k " 30
T h e  L a d y  o f  L y o n s
R e a d  b y  M r .  a n d  M r s .  V a n d e n h o f f
F ro m  D ic k e n s i  "G o in g  i n t o  S o c i e t y , "  "Sam  
H e l l e r  J o b  T r o t t e r , "  a n d  " B o b  S a w y e r 's
B u lw e r 's  M o n e y
M r .  a n d  M r s .  V a n d e n h o f r 5 *
D ic k e n s '  A C h r is tm a s  C a r o l  34
F i r s t  n i g h t i  S c e n e s  f r o m  M e r c h a n t  o f  V e n ic e  
a n d  a s c e n e  b e tw e e n  D ic k  S w l v e l l e r  a n d  p ie  
M a r c h io n e s s  f r o m  T h e  O ld  C u r i o s i t y  s h o p -*5 
S e c o n d  n i g h t i  S c e n e s  f r o m  A s  Y ou  L j k o  I t  a n d
" B a r d e l l  v s .  P ic k w ic k "  f r o m  P ic k w ic k  'P a p e r s J1
F i r s t  n i g h t i  U nknow n
S e c o n d  n i g h t i  " C h a rg e  o f  t h e  L i g h t  B r ig a d e "
L a d y  o f  L y o n s  w i t h  M r s .  V a n d e n h o f f 5 -'
T h i r d  n i g h t i  S c e n e s  f r o m  M a c b e th  a n d  " D ic k  
S w i v c l l e r  a n d  t h e  M a rc H Io n e s s "  6 ti 
F o u r t h  n i g h t i  S c e n e s  f r o m  S h e r id a n 's  T h e  
R i v a l s  w i t h  M r s .  V a n d e n h o f f 5 *- 
F i f t h  n ig h t iS c e n e s  f r o m  A s  Y o u  L i k e  I t  a n d  
" B a r d e l l  v s .  P i c k w ic k "
S i x t h  n i g h t i  S c e n e s  f r o m  Romeo a n d  J u l i e t , 
“ C h a rg b  o f  t h e  L i g h t  B ricJac jeT  a o d  'o t h e r  
s e l e c t i o n s  b o t h  s e r i o u s  a n d  h u m o ro u s .5^
F i r s t  n i g h t i  S c e n e s  f r o m  H a m le t  a n d  " H r .  Bum­
b le s  C o u r t s h ip "  f r o m  O l i v e r  T w is t  6 5 '
S e c o n d  n i g h t i  B u lw e r 's  M o n e y , T e n n y s o n 's
" C h a rg e  o f  t h e  L i g h t  B r i g a d e , "  a n d  T h a c k ­
e r a y ' s  " C a n e -B o t to m e d  C h a i r " 611 
T h i r d  n ig h t iS c e n e s  f r o m  O t h e l l o  a n d  " T r i a l  
s c e n e  o f  B a r d e l l  v s .  P i c k w i c k " 57 
F o u r t h  n i g h t i  F a l s t a f f ' s  s c e n e s  frO m  H e n ry  IV  
a n d  B e n e d ic t  a n d  B e a t r i c e  s c e n e s  f r o m  H u c h 
A d o  A b o u t  N o th in g  p lu s  a s k e t c h  f r o m  D ic k e n s , 
" M r .  C ru m ro le 's  D r a m a t ic  C om pany"6B
F i r s t  n ig h t iS c e n e s  f r o m  M a c b e th  a n d ,  f r o m  t h e  
P ic k w ic k  P a p e r s ,  " T h e  m e e t in g  o f  t h e  B r i c k -  
L a n e  E b e n e z e r  T e e t o t a l  A s s o c i a t i o n ’*5 ^
S e c o n d  n i g h t i  "G ra n d  M is c e l la n e o u s  E lo c u t i o n a r y  
E n t e r t a i n m e n t , "  c o m p r is in g  B r u t u s *  a n d  H a re  
A n t o n y 's  O r a t i o n s  o v e r  t h e  b o d y  o f  C a e s a r ,  
"T h e  B r id g e  o f  s i g h s , "  "T h e  C h a rg e  o f  t h e  
L i g h t  B r i g a d e , "  a n d  H o o d 's  " F r e n c h  a n d  E n g ­
l i s h "  w i t h  M r s .  V a n d e n h o f f  r e a d in g  T e n n y s o n 's  
"M a y  Q u e e n ?  a n d  H o o d 's  " R o m a n t ic  L a d y "7 u  
T h i r d  n i g h t i  S c e n e s  f r o m  Romeo a n d  J u l i e t  a n d  
L o v e r 's .  "P a d d y  i n  F r a n c e j  o r  L e n d  Me th e  L o a n  
o f  a G r i d i r o n " ' * -
F o u r t h  n i g h t t  S c e n e s  f r o m  K in g  L e a r  a n d  L o v e r 's  
"P a d d y  t h e  P ip e r }  o r  T h e  C a n n ib a l  C ow " 72 
F i f t h  n i g h t i  S c e n e s  f r o m  M e r c h a n t  o f  V e n ic e
a n d  " T h e  G r e a t  T r i a l  o f ^ B a r d e l l  v s .  P i c k w ic k "  
S i x t h  n i g h t i  S c e n e s  f r o m  H a m le t  a n d  " M r .  H i n k l e ' s  
l l o r s e m a n s h ip l "  f r o m  P ic k w ic k  P a p e rs  
S e v e n th  n i g h t i  B u lw e r 's  R i c h e l i e u  a n d " " H r .  P i c k ­
w ic k  i n  a P e c u l i a r l y  P e r p le x in g  P r e d ic a m e n t "  
( M r s .  V a n d e n h o f f  j o i n e d  V a n d e n h o f f  o n  a l l  n i g h t s . )  7J
F i r s t  n i g h t i  S c e n e s  f r o m  O t h e l l o  a n d  " O ld  H e l l e r  
o n  H id o w s "  f r o m  P ic k w ic k  P a p e rs  /4  
S e c o n d  n i g h t i  GRAND ELOCUTIONARY N IG H T w i t h
S c e n e s  f r o m  K in g  J o h n  a n d  H e n ry  V I I I  (V a n d e n ­
h o f f )  a n d  H o o d 's  "S o n g  o f  t h e  S h i r t , "  " B r id g e  
o f  S i g h s , "  a n d  " H is s  K i l lm a n s e g g  a n d  H e r  P r e ­
c io u s  L e g , "  a n d  a v a r i e t y  o f  s e r i o u s  j y i d  h u ­
m o ro u s  r e c i t a t i o n s  ( H r s i  V a n d e n h o f f )  ?->
T h i r d  n i g h t i  S c e n e s  f r o m  Mid s u m m e r N i g h t ' s  D ream  
a n d  " P a d d y  t h e  P i p e r "  7b 
F o u r t h  n i g h t i  R e a d in g s  f r o m  S h a k e s p e a r e ,  S h e r id a n ,  
a n d  D ic k e n s  i n c l u d i n g  A f i t  V o f  C o r lo la n u s  a n d  
" B a r d e l l  v s .  P ic k w ic k ”  ' 7  
( M r s .  V a n d e n h o f f  j o i n e d  h e r  h u s b a n d  o n  a l l  n i g h t s )
O c to b e r  2 2 ,  2 3 , 
2 5 - 2 7 ,  1 8 6 0
1 6 6 0 - 0 ]  S e a s o n
J a n u a r y  2 9 ,  1861
F e b r u a r y  5 ,  1661
F e b r u a r y  6 ,  1661
A p r i l  2 ,  B , a n d  
1 0 ,  1661
A p r i l  1 4 ,  2 3 ,  a n d  
2 6 ,  1 6 6 2
H ay 6 ,  1 6 6 2
H a y  2 0 , 1 6 6 2
H a y  2 1 , 166 2
O c t n l * ; i  7 ,  9 ,  1 1 , 
a n d  I I ,  160 2
J a n u a r y  1 3 ,  1 6 6 3
O c to b e r  3 1 ,  
N o v e m b e r 2 a n d  
6 ,  1 6 6 3
N o v e m b e r 1 1 ,  1 3 ,  
a n d  1 6 ,  1 6 6 3
H a y  1 2 ,  1 4 ,  a n d  
1 9 .  1 8 6 4
J a n u a r y  1 7 ,  2 1 , 
3 0 , 3 1 ,  a n d  
F e b r u a r y  1 ,  1 8 6 5
H o p e  C h a p e l 
New Y o r k  C i t y
Y o u n g  H e n 's  S o ­
c i e t y  o f  D e t r o i t ,  
M ic h ig a n
H o p e  C h a p e l 
New Y o r k  C i t y
H o p e  C h a p e l 
New Y o r k  C i t y
A th e n a e u m
B r o o k ly n
A th e n a e u m  
B r o o k ly n
D o d w o r t h 's  H a l l  
New Y o r k  C i t y ' 90
A th e n a e u m
B r o o k ly n
Dodworth's Hall 
New York City
A th e n a e u m
B r o o k ly n
D o d w o r t h 's  l l a l l  
New Y o r k  C i t y
C h u rc h  a t  C lo v e  
a n d  P a c i f i c  S t s .  
New Y o rk  C i t y
D o d w o r t h 's  H a l l  
New Y o r k  C i t y  97
T re m o n t  T e m p le  
B o s to n
D o d w o r t h 's  H a l l  
New Y o r k  C i t y  1U -
D o d w o r t h 's  H a l l  
New Y o r k  C i t y
F i r s t  n i q h t i  '{A b r id g m e n t  o f  H a m le t 'a n d  a  D ic k e n s '  
s k '- ' . c h ,  "H u m o rs  o f  a n  E l e c t i o n " 70 
S e c o n d  n i g h t i  S c e n e s  f r o m  H a m le t  a n d  " H r .  J i n g l e  
a n d  t h e  S p i n i s t e r  A u n t "  f r o m  P ic k w ic k  P a p e r s 79 
T h i r d  n i g h t i  S c e n e s  f r o m  Romeo a n d  J u l i e t  a n d  
" B a r d e l l  v s .  P ic k w ic k " " H t f  
F o u r t h  n i g h t i  S c e n e s  f r o m  J u l i u s  C a e s a r ,  s e le c ­
t i o n s  f r o m  P ic k w ic k  P a p e r s ,  a n d  r e c i t a t i o n s  
f r o *  T e n n y s o n ,  C a m p b e ll  & c .
( w i t h  H r s .  V a n d e n h o f f  o n  a l l  n i g h t s )
T h r e e  n i g h t s  o f  r e a d in g s  o n  t h e  l a s t  o f  w h ic h  w as
T e a r e ' f r o " Lp d  ^  " ^ l l c a  a n dl e a r s  f r o m  P o e t i c  F o u n t a in s "
V a n d e n h o f f  p r e s e n t e d  h i s  Lifet or Hen, M a n n e rs ,  
M o d e s , a n d  H o a s u r e s ,  a Poem f o r  U n io n  a n d  " D ic k  
S w i v e l l e r  a n d  tR e  M a r c h io n e s s "  f ro m ~ T h e  O ld  C u r i ­
o s i t y  S h o p  03
R e p e a te d  p r e v io u s  p ro g ra m  8,1
P ro g ra m  r e p e a te d  05
F i r s t  n i g h t i  S c e n e s  f r o m  H a c b e th  a n d  s e l e c t i o n s  
f r o m  P ic k w ic k  P a p e rs  _
S e c o n d  n ig h t T 'S c e n e s  f r o m  O t h e l l o  a n d  "S am  H e l l e r "  
f r o m  P ic k w ic k  P a p e rs  B7 
T h i r d  n i g h t i  S c e n e s  f ro m  H a m le t .  '•Sam H e l l e r  a n d  
t h e  S h e p h e r d , "  0 u a n d  " T l ie  S t a r  S p u n y d u d  B a n n e r "  
s u n g  b y  M r s .  V a n d e n l t o f f ,  who j o i n e d  h e r  h u s b a n d  
i n  r e a d in g s  f o r  a l l  n i g h t s  09
I m i t a t i o n s  o f  C h a r le s  F e c h t e r  i n  H a m le t a n d  O t h e l l o  
a n d  o t h e r  r e a d in g s  f r o m  S h a k e s p e a r e ^  T e n n y s o n ,  a n d  
D ic k e n s  a s s i s t e d  b y  H r s .  V a n d e n h o f f  91
S c e n e s  f r o m  H a m le t a n d  s e l e c t i o n s  f r o m  I d y l l s  o f  
t h e  K in g  a n d  T h e  P ic k w ic k  P a p e rs  92
S c e n e s  f r o m  H a c b e th  a n d  "T h e  e lo p e m e n t  O f H r .  
J i n g l e  a n d  t h e  S p i n i s t e r  A u n t "
( V a n d e n h o f f  j o i n e d  b y  h i s  w i f e )  J1
R e a d in g s  b y  H r .  a n d  M r s .  V a n d e n lr a f f  99
F o u r  p r o g r e s s i v e  r e a d in g s  f r o m  " C o s ^ J t t e , "  t h e  
f i r s t  b o o k  o f  V i c t o r  H u g o 's  L o s  M is e r a b le .a n d  
h u m o ro u s  s c e n e s  f r o m  D ic k e n s '  s t o r i e s
S c e n e s  f r o m  H a c b e th  a n d  s e l e c t i o n s  f r o m  T h e  
P ic k w ic k  P a p e rs  ^ 6
F i r s t  n i g h t i  S c e n e s  f r o m  O t h e l l o  a n d  " M r s .  G am p" 
f r o m  M a r t i n  C h u z z le w i t  90 
S e c o n d  n i g h t i  S c e n e s  f r o m  R i c h e l i e u  a n d  "Sam  
H e l l e r ' s  V a l e n t i n e " 99 
T h i r d  n i g h t i  A n  E v e n in g  w i t h  D ic k e n s i  " R ic h a r d  
D o u b le d ic k ,  t h e  P o o r  S o l d i e r , "  " B o o ts  a t  t h e  
H o l l y  T r e e  I n n , "  a n d  " J i n g l e ' s  E lo p e m e n t  w i t h  
t h e  M a id e n  A -u n t"  1 90
F i r s t  n i g h t i  S h a k e s p e a re  a n d  D ic k e n s — S c e n e s  f r o m  
H a c b e th  a n d  " M r s .  Gamp"
S e c o n d  n i g h t i  B u lw e r  a n d  D ic k e n s — S c e n e s  f r o m  
R ic h e l i e u  a n d  "Sam  H e l l e r ' s  V a le n t i n e "
T h i r d  n i g h t i O i c k e n s — "T h e  S t o r y  o f  R ic h a r d  D o u b ie -  
d i c k ,  t h e  P o o r  S o l d i e r , "  " B o o ts  a t  t h e  H o l l y  
T r e e , "  a n d  " M r .  H i n k l e ' s  H o r s e m a n s h ip " 101
F i r s t  n i g h t i  A c t  I I I  o f  H a m le t , s i r  P e t e r  a n d  
l a d y  T e a z le  f r o m  S c h o o l f o r  S c a n d a l . L o v e r 's  
" P a d d y  t h e  P i p e r , "  a n d  r e c i t a t i o n s  o f  p o e t r y  
b y  M r s .  V a n d e n h o f f 1 
S e c o n d  n i g h t i  S c e n e s  f r o m  A s  Y o u  L i k e  I t  a n d  
" B a r d e l l  v s .  P i c k w i c h " l u f l  
T h i r d  n i g h t i  S c e n e s  f r o m  M a c b e th  a n d  T h e  R i v a l s . 
S k e tc h e s  f r o m  D ic k e n s ,  a n d  L o v e r 's  "T h e  G r i d ­
i r o n "  1 09
F i r s t  n i g h t i  T e n n y s o n 's  " E n o c h  A r d e n , "  S c e n e s  
f r o m  T h e  R i v a l s ,  L o v e r 's  " P a d d y  t h e  P i p e r , ”  
a n d  a v a r i e t y  o f  p o e t r y 101'
S e c o n d  n i g h t i  " E n o c h  A r d e n , "  S c e n e s  f r o m  S c h o o l 
f o r  S c a n d a l , w i t h  P a t r i o t i c  R e c i t a t i o n s  a n d  
L o v e r 's  "P a d d y  t h e  P i p e r "  b y  M r s .  V a n d e n h o f f I ° 7
T h i r d  n i g h t i  M a r ia  E d g e w o r th 's  " I r i s h  B u l l s "  lu u  
a n d  P a t r i o t i c  R e c i t a t i o n s  b y  H r s .  V a n d e n h o f f  
F o u r t h  n i g h t i  " I r i s h  Bu I I b , "  a n d  M r s .  V a n d e n h o f f 's  
P a t r i o t i c  R e c i t a t i o n s 1 09  
F i f t h  n i g h t  iS h a k e s p e a r e ,  S h e r id a n ,  a n d  D ic k e n s —  
S c e n e s  f r o m  H a m le t a n d  T h e  R i v a l s ,  " D ic k  
S w i v e l l e r  a n d  t h e  M a r c h io n e s s , "  a n d  a r e c i t a ­
t i o n  b y  H r s .  V a n d e n h o f f1 10  
S i x t h  n i g h t i  S c e n e s  f r o m  O t h e l l o  a n d  S c h o o l f o r  
S c a n d a l . " H r .  F e z z iw ig 's  H o p , "  "S am  H e l l e r ' s  
V a l e n t i n e , "  a n d  m is c e l la n e o u s  D o e tp y  o f  M a c u a -  
l a y ,  T h a c k e r a y ,  a n d  T e n n y s o n  111
A p r i l  2 6 - 2 9 ,  
1 0 6 5
D e c e m b e r 1 0 , 
1 0 6 5
M a rc h  3 ,  106 6  
11 i  j  .s t i r. s e r i e s )




J a n u a r y  1 4 ,  
1060
J a n u a r y  1 5 - 1 7 ,  
1060
J a n u a r y  2 0 - 2 2 ,  
10 6 0
J a n u a r y  23 a n d  
2 4 ,  1 0 6 0
J a n u a r y  2 0 - 3 0 ,  
106 0
F e b r u a r y  6 ,  106 0
F e b r u a r y  0 ,  1 0 6 8
F e b r u a r y  1 6 ,  
166 8
H a r c h  1 8 ,  186 8
A p r i l  6 ,  1 0 6 8
A p r i l  8 ,  9 ,  a n d  
1 1 ,  1 0 6 8
A p r i l  1 4 - 1 6 ,  
1 0 6 8
H a y  2 7 ,  1 0 6 0
D e ce m b e r 7 ,  
1060
D o d w o r t h 's  l l a l l  
New Y o r k  C i t y
D o d w o r t h 's  H a l l  
New Y o r k  C i t y
G ib s o n 's  D ld g .  
New Y o r k  C i t y
R e fo rm e d  D u tc h  
C h u rc h  ,  NYC
F i r s t  n i g h t i  S e l e c t i o n s  f r o m  S h a k e s p e a r e ,  B u lw e r ,  
K n o w le s ,  a n d  D ic k e n s  w i t h  V a n d e n h o f f 'e  o r i g i n a l  
H o r t u a r y  O d e - - HT r e a s o n 's  M a s t e r p ie c e "  a n d  "O u r  
B o ys  a r e  C o in in g  H om e" b y  H r s .  V a n d e n h o f f  112 
S e c o n d  n i g h t i  S c e n e s  f r o m  S c h o o l f o r  S c a n d a l ,  " E n o c h  
A r d e n , "  a n d  " O u r  B o y s  a r e  C o m in g  H o m e "1 1 -1 
T h i r d  n i g h t i  s c e n e s  f r o m  H a m le t . L o v e r 's  " F a t h e r  P h i l  
a n d  h i s  P a r i s h o n e r s , "  " T r e a s o n 's  M a s t e r p ie c e , "  
a n d  r e c i t a t i o n s  b y  M r s .  V a n d e n h o f f  1 14  
F o u r t h  n i g h t i  E v e n in g  w i t h  D ic k e n s — " R ic h a r d  D o u b le ­
d i c k , "  "T om  S m a r t  a n d  t h e  W id o w , "  " M r .  W in k le  o n  
th e  I c e , "  a n d  " S h e r id a n 's  R i d e , "  "M a ry  O 'C o n n o r 's  
L e t t e r , "  a n d  "T h e  V o lu n t e e r 's  T h a n k s g iv in g "  b y  
H r s .  V a n d e n f to f f  A 15
S c e n e s  f r o m  M e r r y  W iv e B  o f  W in d s o r ,
" M o th e r  a n d  P o e t , M; a n d  " P h a y l i n  O 'T o o l  
Bhip" >
S e c o n d  m a t in e e t  S e le c t i o n s  f r o m  M i l t o n ,  W a l l e r .  
B u t l e r ,  a n d  D r y d e n ’ s  " A le x a n d e r 's  F e a s t "  117
S e le c t i o n s  f r o m  H w lw e r  «-,nd S h e r id a n  l l a
H r s .  B r o w n in g 's  
C o u rL -
New E n g la n d  
C h u r c h ,  NYC
Tcenor'a  L y r i c  
H a l l ,  NYC
D o d w o r t h 's  l l a L l  
New Y o r k  C i t y  1 - 1
D o d w o r t h 's  H a l l  
New Y o r k  C i t y
F i r s t  i n  a c o u r s e  o f  l e c t u r e s
S e le c t  io n s  f r o m  S h a k e s p e a re  a n d  D ic k e n s 1 ^ 0
F i r s t  n i g h t i  S c e n e s  f r o m  K in g  J o h n , " H r .  C ru m m le 's  
D r a m a t ic  C o m p a n y" f r o m N ic h o la s  N i c k l e b y , a n d  
s e l e c t i o n s  f r o m  A C h r is tm a s  C a r o T l 22 
S e c o n d  n i g h t i  S c e n e s  f r o m  A s  Y o u  L f k e  I t .  S c o t t ' s  
L a d y  o f  t h e  L a k e , a n d  T h e  P ic k w ic k  P a p e rs  1 
T h i r d  n i g h t i  D ic k e n s — " T h e  S t o r y  o f  D ic k  D o u b le d l c k , "  
" L i t t l e  D om bev a t  D r .  B l i m b e r ' s , "  a n d  " T h e  T r i a l  
o f  P ic k w ic k "  124
F i r s t  n i g h t i  S c e n e s  f r o m  H a c b e th ,  s e l e c t i o n s  f r o m
T h e  O ld  C u r i o s i t y  S h o p  a n d  T f ie  P ic k w ic k  P a p e r s 1 ^  
S e c o n d  a n d  T h i r d  n i g h t  p ro g ra m s  u n k n o w n
L y r i c  H a l 1 
New Y o r k  C i t y
F i r s t  n i g h t i  H o ts p u r  a n d  F a l s t a f f  s c e n e s  f r o m
H e n ry  I V ,  S c o t t ' s  " D e a th  o f  M a r m io n , "  a n d  " M r .  
W in k le 's  M id n ig h t  A d v e n t u r e " 1 
S e c o n d  n i g h t i  D ic k e n s — "T h e  D u e l"  f r o m  N ic h o la s  
N i c k le b y . " M r s .  L e o  H u n t e r 's  F a n c y  D re s s  B r e a k ­
f a s t , "  a n d  "T h e  P e c k s n i f f  F a m i ly  a t  T o d g e r 's  
w i t h  t h e  B a n q u e t a n d  P o s t - p r a n d ia l  S p e e c h e s , 
a n d  P e c k s n i f f  i n  a C h r o n ic  S t a t e "  ^ 2 /
D o d w o r t h 's  H a l l  
New Y o r k  C i t y
I r v i n g  H a l l  
New Y o r k  C i t y
F i r s t  n i g h t i  S ta v e s  1 ,  2 ,  a n d  3 f r o m  A C h r is tm a s  
C a r o l . " B u m b le 's  C o u r t s h ip  o f  t h e  W idow  C o rn e y "  
f r o m  O l i v e r  T w i s t ,  a n d  " O ld  W e l l e r  a t  t h e  E b e - 
n e z e r  T e m p e ra n c e  A s s o c ia t i o n "
S e c o n d  n i g h t i  S e le c t i o n s  f r o m  S h a k e s p e a re  a n d  D ic k e n s  
T h i r d  n i g h t i  S e le c t i o n s  f ro m  D ic k e n s '* * ^
" S t o r y  o f  R ic h a r d  D o u b le d ic k ,  t h e  P o o r  S o l d i e r , "  
" L i t t l e  Dom bey a t  B l im b e r 's  A c a d e m y ,"  a n d  " J i n g l e ' s  
E lo p e m e n t  w i t h  t h e  S p i n i s t e r  A u n t " l 2 9
S te in w a y  H a l l  
New Y o r k  C i t y
N a t i o n a l  H a l l  
H a r le m
N a t io n a l  H a l l  
H a r le m
S te in w a y  H a l l  
New Y o r k  C i t y
D o d w o r t h 's  H a l l  
New Y o r k  C i t y
D o d w o r t h 's  H a l l  
New Y o r k  C i t y
S te in w a y  H a l l  
New Y o r k  C i t y
L y r i c  H a l l  
New Y o r k  C i t y
S c e n e s  f r o m  A s  Y o u  L i k e  I t ,  " E n c o u n te r  b e tw e e n  
F i t z  J a m e s  a n d  R h o d e r ic  D h u " f r o m  S c o t t ' s  L a d y  
o f  t h e  L a k e ,  a n d  " P i c k w i c k 's  A d v e n tu r e  i n  t h e  
D o u b le - b e d d e d  Room— G tc k w ic k  a n d  t h e  L a d y  I n  
Y e l lo w  c u r l  P a p e r s " 1 30
S c e n e s  f r o m  Romeo a n d  J u l i e t ,  s e l e c t i o n s  f r o m  
D a v id  C o p p e r f i e l d ,  T h e  P ic k w ic k  P a p e r s , a n d  
S c o t t ' s  " M a r m io n "  • 1
S c e n e s  f r o m  Romeo a n d  J u l i e t .  " D a v id  C o p p e r -  
f i e l d ' s  C o u r t s h ip  a n d  M a r r i a g e , "  " D e a th  o f  
H a r m io n , "  a n d  " M r .  W i n k le 's  M id n ig h t  A d v e n t u r e "
R e a d in g 1 33
F i r s t  n i g h t i  S c e n e s  f r o m  H e n ry  V I I I ,  " D r .  H a r i g o l d , "  
a n d  " M r s .  Gam p"
S e c o n d  n i g h t i  T h r e e  s t a v e s  f r o m  A C h r is tm a s  C a r o l , 
" M r .  B u m b le 's  C o u r t s h ip  o f  t h e  W idow  C o r n e y , "  a n d  
" O ld  W e l l e r  a n d  Sam a t  T ea  P a r t y "  1 34  
M a t in e e *  D ic k e n s — " D r .  M a r i g o ld "  a n d  " H r s .  G am p"1 3 ^
F i r s t  n i g h t i  " D r .  M a r ig o ld "  a n d  " M r s .  G a m p "1 36 
S e c o n d  n i g h t i  S e l e c t i o n s  f r o m  L a d y  o f  t h e  L a k e .
N ic h o la s  N ic k le b y .  a n d  T h e  P ic k w ic k  P a p e rs  
T h i r d  n i g h t i  D ic k e n s - - " T h e  O ld  M a n 's  T a le  o f  t h e  
Q u e e r  C l i e n t , "  " O ld  W e l le r  o n  W id o w s  a n d  o t h e r  
M a t t e r s , "  a n d  "T h e  G r e a t  T r i a l  o f  B a r d e l l  v s .  
P i c k w ic k " 1 3 '
R e a d in g
S e le c t i o n s  f r o m  T hom as M a c a u la y  a n d  D ic k e n s —  
" L a r s  P o r s e n a j  A L a y  o f  A n c ie n t  R o m e ,"  " D o r a 's  
C o u r t s h ip ,  M a r r ia g e  a n d  H o u s e k e e p in g , "  a n d  " P e c k ­
s n i f f  F a m i ly  a t  T o d g e r 's  B o a r d in g  H o u s e "1 3 ‘J
119
D e c e m b e r 26,29, 
a n d  3 1 ,  10t>6
J a n u a r y  4 ,  5 ,  
a n d  7 ,  1 6 6 9
F e b r u a r y  2 , 
16 6 9
F e b r u a r y  9 ,  
1 6 6 9
F e b r u a r y  22, 
1 6 6 9
D e ce m b e r 2 3 , 
10 6 9
J a n u a r y  1 3 ,  1 5 ,  
a n d  1 8 ,  1 8 7 0
J a n u a r y  1 4 ,  1 6 7 0
J a n u a r y  2 7 ,  1 6 7 0
H a rc h  1 ,  1 6 7 0
A p r i l  6 ,  1 6 7 0
O c to b e r  1 8 ,  2 0 , 
a n d  2 2 ,  1 8 7 0
D e ce m b e r 1 4 , 
1 8 7 0
D e ce m b e r 1 7 ,  
167 0
J a n u a r y  1 3 , 
18 7 ]
J a n u a r y  1 9 ,  1671
J a n u a r y  2 1 ,  1871
H a r c h  2 1 ,  1 6 7 ]
H a r c h  2 9 ,  1871
O c to b e r  2 2 ,  1671
H a r c h  2 8 ,  1 6 7 2
U n io n  L e a g u e  
C lu b  T h e a t r e  
New Y o r k  C i t y
U n io n  L e a g u e  
C lu b  T h e a t r e  
New Y o r k  c i t y
L y r i c  Hall 
New Y o r k  C i t y
S te in w a y  f l a i l  
New Y o r k  C i t y
New E n g la n d  
C h u r c h ,  NYC
B e d fo r d  A v e .
C h a p e l
B r o o k ly n
YMCA L e c t u r e  
H a l l ,  NYC
F i r s t  n i g h t *  V a n d e n h o f f 'e  t r a n s l a t i o n s  o f  
s c e n e s  f r o m  f o u r  M o i i e r e  c o m e d ie s  
S e c o n d  n i g h t i  S c e n e s  f r o m  T h e  H e r r y  W iv e s  o f
W in d s o r  a n d  s e l e c t i o n s  f r o m  A C h r is tm a s  C a r o l  * 4 °  
T h i r d  n i g h t i  S e l e c t i o n s  f r o m  O l i v e r  T w i s t ,  H a r t i n  
C h u z z le w i t .  a n d  P ic k w ic k  P a p e rs  h i q h l i q h t i n g  t h e  
c h a r a c t e r s  o f  S ik e s ,  H a rk  T a p le y ,  a n d  Sam W e l le r  * 4 *
F i r s t  n i g h t i  S e le c t i o n s  f ro m  T h a c k e r a y 's  V a n i t y  
F a i r  a n d  " H r .  W in k le 's  H i d n i g h t  A d v e n tu r e "  *4 2
S e c o n d  n i g h t i  H o ts p u r  a n d  F a l s t a f f  s c e n e s  fro m , 
H e n ry  IV  a n d  - " W in k le 's  H i d n i g h t  A d v e n t u r e "  * 4 3  
T h i r d  n i g h t i  S c e n e s  f r o m  T h e  R i v a l s . "S am  W e l le r
a n d  H is  L o n g  L o s t  P a r e n t , "  a n d  T e n n y s o n 's  " V i c t i m "  
( V a n d e n h o f f  j o i n e d  b y  h i s  w i f e  i n  r e a d in g  s c e n e s ]  * 4 4
S c e n e s  f r o m  K in g  J o h n , " M r .  W in k le 's  M id n ig h t  A d ­
v e n t u r e , "  a n d  s e r i o u s 'a n d  h u m o ro u s  p o e t i c a l  r e c i t a ­
t i o n s  * 45
H e a d in g s  s p o n s o r e d  b y  t h e  Y o u n g  H e n 's  C h r i s t i a n  A s s o .  1
R e a d in g s  f ro m  S h a k e s p e a re  a n d  D ic k e n s
R e a d in g s  s p o n s o r e d  b y  t h e  B r o o k ly n  L i b r a r y  A s s o .
F i r s t  n i g h t i  S c e n e s  f r o m  H a m le t ,  R ic h a r d  H a r r i s  B a r ­
h a m 's  " I n g o l d s b y 's  L e g e n d s , "  T hom as H o o d 's  "N o c ­
t u r n a l  S k e t c h , "  H a c k a y 's  " O u t c a s t , "  T e n n y s o n 's  
" L o r d  R o la n d  a n d  L a d y  C l a r e , "  a n d  " W in k le "  f r o m  
P ic k w ic k  P a p e rs  1 4 9  
S e c o n d  n i g h t i  D a g g e r ,  s o l i l o q u y ,  a n d  H u r d e r  s c e n e s  
f r o m  H a c b e th ,  " L i t t l e  Dombey a t  B l i m b e r ' s , "  “ T h e  
B r e a k in g  u p  a n d  S o i r e e  a t  B l i m b e r 'n , "  a n d  c o m ic  
a n d  p a t h e t i c  p o e t r y  f r o m  v a r i o u s  s o u r c e s '50 
T h i r d  n i g h t i  S h a k e s p e a r e 's  " C la r e n c e 's  D ream  
a n d  Q u e e n  H a b , "  H a c a u la y 's  " L a r s  P o r s e n a , "
" H r s .  G a m p ,”  s e l e c t i o n s  f r o m  I v a n h o e , H o o d 's  
" L o s t  H e i r , "  E t h e l  L y n n  B e e r s '  "T h e  P ic k e t  
G u a r d , "  a n d  " H r .  W i n k le 's  H id n ig h t  A d v e n t u r e "  151
P o l y t e c n i c  I n s t i ­
t u t e  C h a p e l ,  NYC
P ly m o u th  C h u rc h  
B r o o k ly n
YMCA L e c t u r e  H a l l  
New Y o r k  C i t y
C e n t r a l  C o n g re g a ­
t i o n a l  C h u rc h ,  NYC
YMCA L e c t u r e  H a l l  
New Y o r k  C i t y
B e d fo r d  A v e n u eEe fo rm e d  C h u rc h  r o o k ly n
R e a d in g s * 5 '*
R e a d in g s  s p o n s o r e d  b y  t h e  Y o u n g  P e o p le 's  A s s o . * '
R e a d in g s  s p o n s o r e d  b y  t h e  P r o g r e s s iv e  L i t e r a r y  
A s s o c ia t io n *  54
R e a d in g s * 55
F i r s t  n i g h t i  S e l e c t i o n s  f r o m  D ic k e n s '  T h e  H y s t e r y  
o f  E d w in  D ro o d  1 
S e c o n d  n i g h t i  C o u r t s h ip  s c e n e  f r o m  H e n ry  V , tw o  
s k e tc h e s  f r o m  D ic k e n s ,  a n d  p o e t r y  b y  H o o d , 
T h a c k e r a y ,  a n d  o t h e r s  157 
T h i r d  n i g h t i  S c e n e s  f r o m  A s  Y o u  L ik e  I t ,  L o n g ­
f e l l o w ' s  " K in g  R o b e r t  o f  S i c i l y , ' ,_ a n d  t h r e e  
s e l e c t i o n s  f r o m  D ic k e n s  * 5H
R e a d in g s  f r o m  S h a k e s p e a re  * 5y
A ca d e m y o f  M u s ic  
New Y o r k  C i t y
A th e n a e u m
B r o o k ly n
C e n t e n n ia l  c e l e b r a t i o n  o f  L u d w ig  v a n  B e e th o v e n 's  
b i r t h d a y - - V a n d e n h o f f  r e a d  a p o e t i c a l  s y n o p s is  o f  
( J o u th e 's  E m m jn t l o r  w h ic h  B e e th o v e n  w r o te  t h e  s c o r e .
R e a d in g s  14,1
N i b l o ' s  T h e a t r e ,  
H d l l a r K ' s  T h e a t r e ,  
a n d  F i f t h  A v e n u e  
T h e a t r e ,  NYC
A cadem y o f  M u s ic  
New Y o r k  C i t y
A s s o c i a t i o n  H a l l  
New Y o r k  C i t y
C e n t r a l  P r e s b y ­
t e r i a n  C h u rc h  
B r o o k ly n
B o s to n  T h e a t r e  
B o s to n
H o l la n d  B e n e f i t i  O r i g i n a l  p o e m , "T h e  P o o r  
P la y e r  a t  t h e  G a t e " * 0 **
H o l la n d  B e n e f i t !  V a n d e n h o f f 'e  p o e t i c a l  t r i -  
b u t e * b J
" C h a t  o n  I r i s h  B u l l s  a n d  F a c e t ia e  o f  a l l  N a -
t i o n s , l ° 4
R e a d in g s  lt>5
L e c t u r e  o n  t h e  s u b j e c t  o f  "W om en"
A s s o c ia t i o n  H a l l  
New Y o r k  C i t y
S c o t t ' s  " F i t z  J a m e s  a n d  R o d e r ic k  D h u * , "  "L a d y  
w i t h  Y e l lo w  C u r l  P a p e r s "  ( D ic k e n s ) ,  a n d  h u m o r -  
o u r s  a n d  p a t h e t i c  p o e t r y 107
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M a rc h  1 ,  1 5 *  2 2 , 
29, a n d  A p r i l  5 ,  
1 0 7 3
A p r i l  1 0 *  1 1 ,
1073
M ay 3 ,  1 0 7 3
N o ve m b e r 1 7 ,
107 3
N o v e m b e r 1 6 ,
1 074
N o ve m b e r 3 0 , 
D e ce m b e r 3 ,  7 ,  10  
a n d  1 4 ,  1 0 7 4
D e ce m b e r 2 2 ,
1 074
D e ce m b e r 2 0 ,
1 0 7 5
N o ve m b e r 2 9 ,
1 077
D e ce m b e r 1 4 ,
1 077
M a rc h  0 ,  1 5 ,  2 2 , 
2 9 , A p r i l  5 a n d  
1 2 ,  1 0 7 9
A p r i l  3 ,  1 0 ,  1 4 , 
a n d  1 7 ,  1 0 7 9
M a y , 1 0 7 9
N o ve m b e r 8 ,  1 5 ,  
2 2 , 2 9 ,  D e ce m b e r 
6  a n d  1 3 ,  1 8 7 9
D e c e m b e r 2 0 , 
10 7 9
F e b r u a r y  1 8 ,  
1 8 0 0
O c to b e r  2 5 , 
1 0 0 0
N o ve m b e r 3 0 , 
100 3
A s s o c ia t i o n  H a l l  
New Y O rK  C i t y
L yce u m
B r o o k ly n
O p e ra  H o u se  
B r o o k ly n
E a s t  R e fo rm e d  
C h u r c h ,  NYC
YMCA L e c t u r e  
H a l l ,  NYC
A s s o c ia t i o n  H a l l  
New Y o r k  C i t y
A s s o c ia t i o n  H a l l  
New Y o r k  C i t y
C h ic k e r in g  H a l l  
New Y o r k  C i t y
A cadem y o f  M u s ic  
New Y o r k  C i t y
S te in w a y  H a l l  
New Y o r k  C i t y
U n io n  L e a g u e  
C lu b  T h e a t r e  
New Y o r k  C i t y
B r o o k ly n  I n s t i ­
t u t e
C h ic k e r i n g  H a l l  
New Y o r k  C i t y
C h ic k e r in g  H a l l  
Now Y o r k  C i t y
S te in w a y  H a l l  
View Y o r k  C i t y
W a s h in g to n  A v e .  
B a p t i s t  C h u rc h  
New Y o r k  C i t y
M a s o n ic  T e m p le  
New Y o r k  C i t y
A s s o c ia t i o n  H a l l  
New Y o r k  C i t y
S e c o n d  n i g h t i  A c ta  I  a n d  I I  01 H e n ry  TV ( F a l S t a f f  
s c e n e s ) ,  D ic k e n s *  ‘•M rs .  L e o  H u n t e r ’ s  F e t e , "  
a n d  s e r i o u s  a n d  h u m o ro u s  n o v e l * " t ie s  i n  p o e t r y 100 
T h i r d  n i g h t i  S h a k G B p e a r e - - " M e r c u t io , "  "Q u e e n  
H a b , "  a n d  " D e a th  o f  M e r c u t i o , "  D ic k e n s *  "Sam  
W e l l e r , "  " D ic k  S v i v e l l e r , "  "T h e  M a r c h io n e s s , "  
a n d  m is c e l la n e o u s  h e r o i c ,  p a t h e t i c ,  a n d  h u m o r­
o u s  p o e t r y 1 0 ^
F o u r t h  n i g h t i  S c e n e s  f r o m  H e n ry  V . " L i t t l e  Oom bey 
a t  D r .  B 1 im b e r * s , "  " M r .  W in k le ’ s  H o r s e m a n s h ip , "  
S c o t t ' s  " D e a th  o f  M a n n io n , "  a n d  "Y o u n g  L u c h in -  
v a r , "  T h a c k e r a y 's  "T h e  W h ite  S q u a l l , "  a n d  Owen 
M e r e d i t h 's  "A  N ig h t  i n  I t a l y "
F i f t h  n i g h t ( S e l e c t i o n s  f ro m  S h a k e s p e a r e ,  D ic k e n s ,  
S h e r id a n ,  I n g e lo y *  a n d  H o l la n d  ( a s s i s t e d  b y  
M r s .  V a n d e n h o f f )
R e a d in g s * 71
R e a d in g  17
R e a d in g  * 7 3
" E v e n in g  w i t h  D ic k e n s  a n d  S h a k e s p e a r e "  * 7 4
H a t in e e  l e c t u r e s  w i t h  i l l u s t r a t i v e  r e a d in g s i
F i r s t  d a y i  M a c b e th
S e c o n d  d a y i  K in g  J o h n
T h i r d  d a y i  R ic h a r d  I I
F o u r t h  d a y i  R ic h a r d  i l l
F i f t h  d a y i  H e n ry  V I1 1  175
R e a d in g l 7b
" L i g h t  a n d  F o o t  1 i g h t s - - R e m in is c e n c e s  o f  T h e a t r e ,  
G re e n - ro o m  a n d  Stage, w i t h  i m i t a t i o n s  o f  C e le ­
b r a t e d  A c t o r s "  7
R e a d in g  a s  p a r t  o f  a g r o u p  b e n e f i t * 7 0
R e a d in g s  f r o m  S h a k e s p e a re  * 7 y
M a t in e e  s e r i e s — " D ic k e n s *  M o r n in g s "
F i r s t  d a y i  " S t o r y  o f  t h e  P o o r  T r a v e l e r , "
" B o o t s  a t  H o l l y  T r e e  I n n , '  " M o u ld  F a m i l y , "  
a n d  " M r s .  G a m p "1 00
g e c o n d  d a y i  s e l e c t i o n s  f r o m  D a v id  C o p p e r -  
f ( o l d — " L i t t l e  E m ' l y , "  " T h e  M ic a w b e r  
F a m i l y , "  a n d  " D o r a 's  C o u r t s h ip  a n d  H o u s e ­
k e e p in g "  I***
T h i r d  d a y t  s e l e c t i o n s  f r o m  H a r t i n  C h u z z le -  
w i t — "T om  P in c h  a n d  M a rk  T a p l e y , ”  "T h e  
M u r d e r  i n  t h e  W o o d ,"  a n d  " P e c k s n i f f  F a m i ly
a t  T o d g e r 'e " 1 0 ^
F o u r t h  d a y i  s e l e c t i o n s  f r o m  P om bey a n d  S o n - -  
" E d i t h  a n d  C a r k e r  a t  D i j o n , "  " L i t t l e  Dombey 
a t  B l i m b e r ' s , "  a n d  " D e a th  o f  D o m b e y "*0 ^
F i f t h  d a y i  " T h e  D u e l , "  " C ru m m ie s ' T h e a t r i c a l  
C o m p a n y ,"  a n d  " D ic k  S w i v e l l e r  a n d  t h e  
M a r c h io n e s s " 1 1 
S i x t h  d a y i  "T h e  Q u e e r C l i e n t , "  "Tom  a n d  O ld  
W e l l e r , "  a n d  " B a r d e l l  v s .  P i c k w i c k " i0 t3
S e r ie s  o f  r e a d in g s  s i m i l a r  t o  t h a t  o f  p r e c e d in g  
e n g a g e m e n t 1 86
V a n d e n h o f f  j o i n e d  M is s  D o ra  F r e n c h  i n  h e r  o n ­
g o in g  p r o g r a m  o f  " d r a m a t i c  r e c i t a l s . "  T o g e th e r  
t h e y  p r e s e n t e d  s c e n e s  from Romeo a n d  J u l i e t ,School for Scandal, and Hacbeth. Vandenhoff read from Dickenŝ107
" D ic k e n s  H o r n in g s " - -  
F i r s t  d a y i  s e l e c t i o n s  n o t  a n n o u n c e d  
S e c o n d  d a y i  s e l e c t i o n s  f r o m  P ic k w ic k  P a p e rs  
T h i r d  d a y i  s e l e c t i o n s  from O l i v e r  T w is t  i n t e r ­
s p e r s e d  w i t h  gem s o f  p o e t r y  100 
F o u r t h  d a y i  s e l e c t i o n s  n o t  a n n o u n c e d  
F i f t h  d a y i  s e l e c t i o n s  f r o m  D a v id  C o p p e r f i e l d  
S i x t h  d a y i  s e l e c t i o n s  f r o m  P ic k w ic k  P a p e r s —
"T h e  C o n v i c t ' s  R e t u r n , "  " T h e  C le r g y m a n 's  
S t o r y , "  " M r .  W i n k le 's  S h o t , "  a n d  "T h e  G re a t  
T r i a l ,  B a r d e l l  v s .  P i c k w ic k "  * o y
. S e le c t io n s  f ro m  D a v id  C o p p e r f l e l d ,  " T h e  W re ck  
o n  Y a rm o n th  S a n d s , "  " R e t r i b u t i o n , "  T Y ia c k e r a y 's  
"C a n e - b o t to m e d  C h a i r , "  W o o d 's  " N o c t u r n a l  S k e t c h , "  
a n d  O wen M e r e d i t h 's  " A u x  I t a l i e n s " * ^ 0
R e a d in g s  a c c o m p a n ie d  b y  J .  M . L o r e t z  a t  t h e  o r g a n 191.
R e a d  a s  p a r t i c i p a n t  i n  g r o u p  e n t e r t a in m e n t  192
T h r e e  s c e n e s  f r o m  H a m le t ,  p o e t i c a l  R e c i t a t i o n s ,  
a n d  h u m o ro u s  s k e tc h e s  f r o m  D ic k e n s  l J J
Halls
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Vandenhoff's readings in and near New York City 
occurred in a total of thirty-nine locations, as indicated 
in Table 2. Information pertaining to eleven of those sites 
provides some idea of the environmental conditions for his 
performances.
Apparently, Vandenhoff favored Dodworth's Hall, New
York City, because'he read there on forty-eight occasions
during his career. In fact, Dodworth's Hall, located at 806
Broadway, was highly popular with many public readers well
194into the 1860's. The primary reason for Dodworth's
popularity among readers was accounted for by the Tribune of 
March 3, 1868, which stated that Stuyvesant Hall, Irving 
Hall, and Dodworth's Hall were unpretentious, 
well-proportioned halls . . . that were built with some 
reference to the useful science of acoustics . . . that 
enable people who want to hear, to hear."
Irving Hall was located on the southwest corner of 
15th and Irving Place. It "opened on December 20, 1860, for 
balls, lectures and concerts, and . . . was famous for many 
years as the rendezvous of one faction of the local
« H195Democratic party."
Clinton Hall, earlier known as the Astor-Place Opera
House, was popular with public readers between 1854 and 
1961861. It was in front of this hall that the infamous
197Forrest-Macready riot took place in 1849.
TABLE 2
LOCATIONS AND FREQUENCY OF APPEARANCES FOR 
VANDENHOFF READINGS AND LECTURES
Dodworth's Hall, N.Y.C.................... 4B
Hope Chapel, N.Y.C........................ 36
Association Hall, N.Y.C................... 15
Brooklyn Institute ,,....   12
Union League Club Theatre, N.Y.C.......... 12
Lyrique Hall, N.Y.C....................... 10
Chickering Hall, N.Y.C.................... 8
YMCA Lecture Hall, N.Y.C.................. 8
Clinton Hall, N.Y.C......................  7
Steinway Hall, N.Y.C...................... 7
Boston Muaeian-..   ........................  5
Brooklyn Athenaeum .... I   ............... 5
Lyric Hall, N.Y.C........................  5
Gibson Building, N.Y.C.................... 4
New York Society Library ................. 4
New Chapel, Brooklyn ..................... 3
Young Men's Society, Detroit ........   3
Tremont Temple, Boston ..................  3
Ths Boston Theatre ......................  2
Bedford Ave. Church, Brooklyn ............ 2
Adademy of Music, N.Y.C.............    2
The Brooklyn Lyceum .....................  2
Harlem's National Hall ...............    2
New England Church, N.Y.C.............   2
East Reformed Church, N.Y.C.........;....  2
Metropolitan Hall, N.Y.C............   . i...
Young Men's Institute, New Haven .........
Mercantile Library, Brooklyn......... i...
Church at Clove & Pacific, N.Y.C. ...t.....
Reformed Dutch Church, N.Y.C..............
Irving Hall, N.Y.C................... .
Howard Athenaeum, Boston ............. ....
Polytechnic Institute Chapel, N.Y.C.......
Plymouth Church, Brooklyn ...............




Fifth Ave. Theatre, N.Y.C................
Central Presbyterian Church, Brooklyn ....
Brooklyn Opera House ....................
Washington Ave. Baptist Church, N.Y.C.....
Masonic Temple, N.Y.C....................
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Hope Chapel in New York City was the second most 
popular hall for Vandenhoff's readings. He read there on at 
least thirty-six occasions. Apparently, Hope Chapel was a 
rather large hall. There is indication of its having had 
more than one auditorium, one of which had a balcony. On 
one occasion, the Vandenhoff readings were announced for the 
upper hall as well as for the gallery. The absence of 
reserved seating in Hope Chapel suggests a large seating 
capacity, for most of Vandenhoff's notices offered reserved 
seating.
The Union League Club Theatre has been placed at the
198corner of Madison Avenue and East 28th Street; however,
the Union League Club itself was located on the northwest
199corner of Fifth Avenue and 39th Street. This discrepancy
can be explained only if the organization's theatre was 
separate from its six-story club-house. Moses King 
described the club as "a magnificent specimen of Queen-Anne 
architecture. " The Times called the Union League Club 
Theatre, formerly "Jerome's," a "handsome little
201establishment," one that was "rapidly becoming popular."
"Steinway Hall, on the north side of East 14th
Street, between Union Square and Irving Place, was erected
202in 1866, and opened on October 31st of that year." The
Tribune of March 5, 1866, recorded that this rather large
hall seated around 2,400 people. In a later article, the
Tribune complained of acoustical problems in Steinway Hall
203and called it "odiously ugly and ill-proportioned." Yet
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another Tribune article noted that Steinway Hall was too 
large a place for readings and expressed New York City's 
need for a smaller and more elegant hall adaptable to 
entertainments such as readings.
The Chapel of the Polytechnic Institute was the 
location for one of Vandenhoff1s readings. This 
institution, established in 1828, was located at 111-115 
West 38th Street, New York City. the Polytechnic 
Association, Farmer's Club, and Photographic Section of the 
Institute frequently held meetings, lectures, and
4-v, 205discourses there.
New York City's Academy of Music was located at the
206northeast corner of 14th Street and Irving Place. Prior
to succumbing to its rival, the Metropolitan, the Academy,
with a seating capacity of nearly 3,000 was the leading
house for grand opera. Its stage was 73 feet wide and 49
207feet deep, plus an extension a third as large.
Moses King, a contemporary of the time, provided a 
description of Boston's Tremont Temple as follows:
The Tremont Temple is one of the largest halls 
in Boston. It occupies the site of the old Tremont 
Theatre on Tremont Street, between School Street and 
Montgomery Place. The Main hall, 124 feet long, 7 2 
feet wide, and 50 feet high, has deep galleries, and 
is capable of seating about 2,000 people. Beneath 
it is a smaller hall, called the Meionaon, with 
seats for nearly 800 people, . . .  It was in the 
large hall that Charles Dickens gave his readings on 
his last visit to America.208
Considering the size of these representaive halls, 
George Odell's observation that readers were popularly 
appearing in church settings in the early 1870's is not
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209surprising. Vandenhoff presented readings in at least
seven different churches.
In March of 1866, Vandenhoff offered a series of
matinee readings "at his room, Gibscn's Building, corner of
21013th and Broadway. It is likely that this space was
being utilized by him for private instructions.
Hours and Prices of Admission
Twenty-two Vandenhoff readings between November,
1844, and April, 1851. began at 7:30 p.m. Thereafter, with
few exceptions, his readings were scheduled for 8:00 p. m.
The hour of 11:30 a. m. was announced for an unusual
offering of illustrated readings and lectures by Vandenhoff
211to be held in November of 1874. On five separate
occasions, 1:00 p. m. was the hour for a series of "Matinee
212de Lecture" by Mr. and Mrs. Vandenhoff. A series of
readings was held in Vandenhoff's room in the Gibson
213Building at 2:00 p. m. during March of 1866. That same
hour was announced for a series of "Morning Readings" in 
214March of 1873. "Morning Readings" were also held at 2:30
215p. m. during November and December of 1879. March and
April, 1879, were chosen for presenting a series of six
216Saturday "Dickens' Mornings" readings at 3:30 p. m.
A writer for the New York Times raised the question 
concerning the seeming incongruity of "morning" and "p. m." 
in Vandenhoff's announcement of scheduling. He queried:
126
Why these afternoon entertainments are named as 
though they occurred in the forenoon it is hard to 
understand; they are not concluded until the shadows 
of evening begin to fall.217
One possible explanation for this practice lies in the fact
that Vandenhoff was born, reared, and educated in Great
Britain. British custom, at this time, denoted morning as
that "portion of the day extending to the fashionable dinner 
218time." Dinner time, for professional and fashionable
219classes, was usually in the evening. Even today,
Britishers recognize the dinner hour as being between 7:00 
220and 8:30 p. m. Although perplexing to the New York
Times1 reporter and probably to many other American audience
members, the usage of "morning" to signify a post-12:00
event was not peculiar only to Vandenhoff. For example, the
John Bull, a British publication of May 31, 1840, announced
that "M. Liszt will give at Two o'clock on Tuesday morning,
221June 9, Recitals on that pianoforte."
One article in the Tribune of October 20, 1870,
stated that "Mr. Vandenhoff read, with a brief intermission,
for about two hours." This is the only mention of the
length of a Vandenhoff reading by a reviewer.
The usual price of admission to a single Vandenhoff
reading was fifty cents. Series tickets, frequently
providing one free attendance, were ordinarily available.
In March, 1859, reserved seating prices were first announced
222for Vandenhoff readings. Thereafter, reserved seating
was generally offered for one-quarter to twice more than the 
amount of regular admission. The lowest amount charged by
LECTURE.
M
Undated Card of admission (reverse side blank.)
Courtesy
The Museum of the City of New YorK
128
Vandenhoff was twenty-five cents and the highest price for a
single admission was two dollars and fifty cents. The
latter was for readings held in his private rooms in the
Gibson Building in New York City. No doubt, limited space
prompted the noticeable price increase. Excepting for this
one series priced at ten dollars, tickets to Vandenhoff
readings were comparable to those prices being charged by
other professional public readers of the time.
On those occasions when the Young Men's Christian
Association sponsored Vandenhoff readings, YMCA members were
admitted free of charge and sometimes received an extra
223complimentary ticket. In the earlier years of
Vandenhoff1s reading career, one ticket often would admit "a
224gentleman and two ladies of his family."
Sponsored Readings
The leading New York newspapers recorded twenty-six
occasions on which Vandenhoff readings were sponsored by an
organization. Presumably he was retained at a contracted
rate or on a percentage basis of the gross; however, the
terms of those arrangements were not made public.
New York City's Mercantile Library Association
sponsored five different Vandenhoff reading performances.
During the 1850 lecture season, Vandenhoff appeared at
225Clinton Hall under the auspices of this organization. On
March 12, 1852, the Mercantile Library Board of Directors 
presented Mrs. Catherine Norton Sinclair, the former Mrs.
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Edwin-Forrest, and Vandenhoff in a reading at Metropolitan 
2 26Hall. The same association sponsored a Vandenhoff
227reading at Clinton Hall on November 4, 1858.
In the middle of an engagement by the Vandenhoffs at
Lyrique Hall, the Tribune of February 5, 1859, made a front
page announcement that George Vandenhoff was to read "The
Courtship of Miles Standish" at the Brooklyn Mercantile
Library on February 8. The circumstances of that evening's
performance were somewhat unusual, for Mrs. Vandenhoff read
the same selection at Lyrique Hall on the same night at the 
228identical hour. It is assumed that Vandenhoff was
fulfilling a prior commitment made with the lecture
committee of the Brooklyn Mercantile Library. Vandenhoff
rejoined his wife in their schedule of readings at Lyrique
Hall on the following night.
Vandenhoff was popular with young men's organizations.
The "celebrated declaimer" was a participant in the second
of five courses comprising the 1856-57 lecture season
sponsored by the Young Men's Institute of New Haven,
229Connecticut. He was featured in three nights of readings
during the 1860-61 season of the Young Men's Society of
Detroit. That organization was the leading lyceum in 
230Michigan. The New York Young Men's Christian Association
backed Vandenhoff readings on three occasions. The first
231was at Steinway Hall on February 1, 1869. The next was
232at Association Hall on March 21, 1871, and the third was
233on November 19, 1874, in that same hall.
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On January 27, 1870, Vandenhoff presented readings 
at the Plymouth Church in Brooklyn. This appearance had 
originally been scheduled for January 20. Personal illness 
was cited as the reason for delay. The program was under
the auspices of the Young People's Association of the
U U 234 church.
Vandenhoff was also popular with literary
organizations. On March 1, 1870, he read at the YMCA
Lecture Hall, New York City, under the sponsorship of the
Progressive Literary Association. This too was a deferred
235appearance initially planned for February 15. In
December of both 1869 and 1870, the Brooklyn Literary 
Association sponsored Vandenhoff in readings at the Bedford 
Avenue Church.
In November and December, 1874, Vandenhoff presented 
a series somewhat different in structure from his usual 
offerings. The Tribune announced:
In accordance with the correspondence recently 
published between PROMINENT LADIES OF NEW YORK and 
Mr. George Vandenhoff, the American Literary Bureau 
has the honor to announce a course of Five Ladies' 
Matinee Lectures, with ILLUSTRATIVE READINGS by the 
most eminent Shakespearean Scholar and Reader, on 
SHAKESPEARE'S HISTORICAL PLAYS. THE FACT AND THE 
FICTION: THE HISTORY OF THE PLAY.
In these lectures Mr. Vandenhoff will show how 
far Shakespeare has adhered to or diverged from 
historical truth respectig personages and events.
Thus the Lectures will present the naked facts 
and salient points of the history, and the Readings 
will show the coloring which Shakespeare's 
genius has spread on the historical c a n v a s .237
That series, sponsored by the American Literary Bureau, was
held in Association Hall.
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The Young Friends' Aid Association presented 
Vandenhoff in readings at Steinway Hall on December 14,
1877. The occasion was a charitable benefit for "the
238deserving poor, without distinction of race or creed."
Vandenhoff Readings on Special Occasions
In December, 1870, the centennial of Ludwig van
Beethoven's birthday was celebrated the world over. Boston
and New York were among the participating cities in
America. A full column in the Tribune of December 17 was
devoted to announcing the Academy of Music's program for
the following night to feature the Philharmonic Orchestra;
Madame Louise Lichtmay, soprano; Miss Mary Krebs, pianist;
and George Vandenhoff, reader. For the second part of the
program, the Philharmonic played the entire score of
239Beethoven's Egmont, which "was written as an 
accompaniment to Goethe's drama. . . .  To fit it for the 
concert room a short poetical synopsis of the drama was 
prepared in Germany by Mosengell and Bornays, and this was 
translated into English blank verse for the Philharmonic 
society by Mr. J. H. Connell, and read by Mr. George 
Vandenhoff. "
Members of the entertainment profession 
demonstrated their good will during the month of January, 
1871. George Holland, a popular performer respected by his 
colleagues, died, leaving a wife and children to be provided 
for. "Holland Testimonials" were held in New York City,
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Brooklyn, Baltimore, Philadelphia, and elsewhere. The
New York Tribune announced that "eleven theatres in New York
and Brooklyn unite in performances, of varied character and
of evident merit, with the view of doing honor to the memory
of a departed actor and of benefiting the bereaved widow and
241children that survive him."
The Tribune, like other major papers, devoted a full
column to announcing the entertainment bill, "comprising the
most brilliant talent in the country," at participating
theatres. George Vandenhoff presented his original poem,
"The Poor Player at the Gate," at Niblo's, Wallack's, and
the Fifth Avenue theatres, all on the same day. A single
admission of one dollar was charged by each participating
242theatre and over $6,000 was raised in one afternoon.
In continuation of the "Holland Testimonial,"
Brooklyn's Academy of Music held a matinee and evening
benefit performance on January 21. This event began in the
afternoon and continued through the evening without
repetition of offerings by the volunteer artists. At about
mid-point during the matinee program, Vandenhoff delivered
243his "original poetic tribute to the occasion." The
Tribune of January 21, 1871, printed Vandenhoff's original 
poem for the occasion.
Only one other occasion is reported wherein 
Vandenhoff read to music. In a reading given at the 
Washington Avenue Baptist Church in New York City, February 
18, 1880, Vandenhoff was assisted by J. M. Loretz, Jr. at 
the organ.
THE POOR PLAYER AT THE GATE
Wisely good Uncle Toby said,
"If here, below, the right we do,
'Twill ne'er fee ask'd of ua above.
What coat we wore, red, hlack, or blue."
At Heaven'a high Chancery gracioua deeda 
Shall count before profeaaiona.
And hinihle virtuea, clad in weeda.
Shall rank o'er rich poaaeaaiona.
So the poor player'a motley garb.
If truth and worth adorn it.
Hay paaa unchallenged through the gate.
The churla and bigots acorn it.
The Lord of love, the world'a great Light 
Made Publicana hia care.
And Pharisees alone denurred
That such Hia gifta should share.
But atill He held hia gracioua way 
Soothing the hxanbleat mourner.
Nor m w  bade one sinner seek
For comfort "round the corner."
The wosan that in ain waa ta'en.
Bowed down with guilt and shaae.
Pound pity in that breast divine 
That knew no taint of hlame.
The Pharisee* all gathered round 
To taunt, revile, and atone her.
He bade her "go and sin no more*"
Hia nercy would atone her.
He raised froa death the widow's son.
Nor ask'd hia trade, profession*
Enough for Him a mother's faith 
In Hia divine ooaipassion.
He healed the palsied, halt, and blind.
Nor left one heart forlomer*
He never bade them go and find 
A Doctor— "round the corner.“
Some modem saint a too dainty are 
To walk in paths like these*
They'd lode the gatea of heaven on woe.
If they but held the keys.
The widow'a friend aaka prayers o'er him 
Prom whom death's hand has t o m  her*
The saintly man refera hia to
"The small church round the corner."
What is there in the player's art 
Should close the fount of loval 
' He who on earth plays well hia pert 
May hope a seat above.
The lessons he haa wreathed with smiles,.
The hearts hia mirth made lighter 
Shall plead like angels' tongues for graas. 
And males hia record brighter I
And though not nearest to the Throne,
Yet sure the lowliest bom, or 
The Actor in the veriest barn.
May find in heav'n a corner.
All honor to the little Church,
And to ita gracioua Paator,
Mho in hia heart the leaaona kept 
Taught by hia heav'nly Mastarl
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Between 1868 and 1877, Vandenhoff's benevolent 
spirit was evidenced on at least nine occasions when he 
presented readings for the benefit of others. TABLE 3 
records the dates, locations, and beneficiaries for those 
performances.
TABLE 3
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The bulk of the selections read by Vandenhoff was
taken from the writings of Shakespeare and Dickens. The
works of Richard Brinsley Sheridan were third in popularity
with Vandenhoff. Oftentimes he devoted an entire
performance to reading and reciting from the writings of
these three. His own works ranked fourth in number of times
read. On at least eight occasions Vandenhoff's program
consisted solely of his own poetry. On two occasions
Vandenhoff added his "Treason's Masterpiece" to the reading
254of selections by other poets.
"Union! Union! Union!," was the line used in the
New York Times of January 25, 1861, to announce Vandenhoff's
presentation of his "Poem for Union" at Hope Chapel, January
29, at the special invitation of several prominent 
255figures. The Herald reported that Vandenhoff's poem
teams with passages strong for the Union, and 
breathes a spirit[-]stirring call to patriotism in 
the examples of the great heroes of our history.
The poem, . . . abounds in sparkling passages of wit 
and pleasant satire, touching love, marriage and 
union in general.256
In addition to his original compositions, Vandenhoff
occasionally presented his translations of comedies by
v 25VMoliere and "L'Homme-Femme" by Alexandre Dumas Fils.
Newspaper announcements and reviews for Vandenhoff's
readings often mentioned selections he presented.
Vandenhoff chose his reading materials from the works of at
least thirty-nine authors. Of this number, twelve were then
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classical writers and twelve who were then contemporary 
writers have since become classical. Fifteen, including 
Vandenhoff, were contemporary nineteenth century authors 
whose popularity has waned with the passage of time. Table 
4 reveals the individual names in each group. Of the total 
number twenty were British, eight American, four Irish, 
three French, three Scottish, and one Greek. Aside from 
Vandenhoff's poems, "Common Sense," "Poem for Union," 
"Treason's Masterpiece," and "Poor Player at the Gate,"
Table 4 identifies eighty-seven literary works that, either 
in part or whole, he presented. Of these, forty-six are 
poems, sixteen are novels, and twenty-five are plays.
Reviews of Vandenhoff's theatrical career reveal that at one 
time or other he played leading roles in twenty-two of these 
dramas. A Midsummer Night's Dream, Richard II, and 
The Critic are the plays which did not appear in Vandenhoff's 
acting repertoire.
Table 4 records the authors and works known to have 
been read by Vandenhoff. Programs of selections are not 
available for each of his performances; therefore, it is 
possible that Vandenhoff read from the works of authors not 
represented in Table 4.
It is unquestionable that Vandenhoff, in preparing 
reading materials from plays, was influenced by the roles he 
had portrayed on the stage (see Table 5). Such practice was 
common among actor-readers of the nineteenth century. "It 
was both practical and profitable for the actor to turn
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TABLE 4
AUTHORS AND WORKS COMPRISING VANDENHOFF READINGS
Author* Dates Nationality Frequency
Willies Shakespeare * 1964-1616 Britiah
Richard Brinsley* 
Sheridan 1751-1861 Britiah
Sir Walter Soott* 1771-1832 Britiah
Robert Burns* 1759-1796 Scottish
Sophocles* 9th Century B.C. Greek
Willies Collins* 1720-1756 Britiah
John Milton* 1608-1674 British
John Dry den* 1631-1700 Britiah
Lord Byron* 1788-1824 Britiah
Sasuel Butler* 1600-1680 British
Moliere * 1622-1673 French
Laurence Sterne* 1713-1768 British
Henry w. Longfellow** 1807-1892 Aserican
Haaiet
ycb»»hRomo and Juliet 
Am You Lika It Othello 
King Henry IV 
Merchant of vanioa Kino John
Marry Rives of Windsor King H.nry vgl Kino Lear
hidsjter Night*a Draaa Julius Caaaar 
fcino'fieriry V~Oorloianua Richard XI 
hlcKard Ul
The Rivals 
School'''for scandal The Critic




7 9 4 4 3 
2 
2 




Oliver W • Holsea** 1809-1894 American
"Tas O'Shanter" 1"Cotter*a Saturday Night* 1 
■Wha' Haa Mi* Wallace Blad* 1
Antigone 1






"Death of Le*Fevre* fros The Life and Opinions of Triatras shandy 1
"The Building of tha Ship" 1 
"Sandalphan or Angal of
Prayer" 2•Courtahip of Kilaa Stan-
dieh" 1
"Paul'a Dafenaa beforePaatua" 2
"Heating of Evangeline and 
her Lover" 2"King Robert of Sicily" 1
"The Punch Bowl" 1










"The White Squall" 1
"Lara Pornena” 2
"The Raising of Laaarua
frtai the Dead” (Scrip­
ture) 1"Thanatopaia" 1
Victor Hugt̂ * 1802-1885 French Book X, Imm Miaerable
Elisabeth Barrett 
Browning**








1764-1662 Irish Selections utamcnm
A u t h o r * Pit*a ~ Nationality Works’ r recusnc-y
Cfcarlaa Dickens* 1012-1070 British
Alfred Lord Twnnyeon **
Thcaus Hood* 1790-1045
British
OirTstaas (Carol h* Old Curiosity Shoe 
Martin chuzxlovlt David Copparflaid 






•Death of tha Old Year* 2“Charge of tha Light
Brigade* 4"Hay Queen” 2I
“Tha Vietiw* 1
“Lord Roland and lady Clara** 1
“Roaantic lady* 1
“French and English* l“Song of tha Shirt* 1
“Bridg* of Sighs" 1
"Hiss Kaiinanaaff and barPreacious Lag" 1










































“Paddy tha Pipar” “Pathar Phil and hla 
Pariahionara” “Phaylin O'Toola'a 
Oourtahip*







Sal actions unknown • 
“Angola story*





*  T h o s e  w r i t e r s  who w e re  c o n s id e r e d  a s  b e in g  c l a s s i c a l  
d u r i n g  t h e  t im e  v a n d e n h o f f  was r e a d in g .
* *  T h o s e  w r i t e r s  who w e re  c o n te m p o r a r y  a n d  s in c e  c o n s id e r e d
a s  b e in g  c l a s s i c a l .  , .  ,___
•  .  •  T h o s e  w r i t e r s  w ho w e re  c o n te m p o r a r y  w h o se  p o p u l a r i t y  h a s  
w a n e d .
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TABLE 5
ROLES BOTH ACTED AND READ BY VANDENHOFF
Shakespeare's plays:
Hamlet: Hamlet; Horatio
Romeo and Juliet: Mercutio; Laertes 
Much Ado About Nothing: Claudio; Benedict 
Julius Caesar: Brutus; Antony; Octavius;
and Julius Caesar 
Macbeth: Macbeth 
Richard III: Richard 
King John: Faulconbridge 
As You Like It: Jacques 
Othello: Othello; Iago
Coriolanus: Coriolanus 
Richard II: Hotspur 
Henry IV: Hotspur; Falstaff 
Merry Wives of Windsor: Ford 
Merchant of Venice: Shylock 
Henry VIII: Henry 
Henry V : Henry 
King Lear: Lear
Sheridan's plays:
School for Scandal: Charles Surface
The Rivals: leads
Bulwer-Lytton's plays:
The Lady of Lyons: Claude Melnotte 





258professional reader between engagements." It is to be
remembered that from 1839 until 1858 Vandenhoff himself was 
engaged as both actor and public reader. What was more 
natural than that the nineteenth century actor "should 
frequently give readings of his favorite roles, just as many 
of our opera stars today give concerts of their favorite 
arias?"259
Vandenhoff's forte was obviously characterization. 
Shakespeare and Dickens, whose works he most often read, 
were "the two greatest masters of character the world has
i ,,260ever known.
Vandenhoff's reading of January 18, 20, and 22,
1859, at Hope Chapel on Broadway was probably the first 
wherein he combined selections from Shakespeare and Dickens. 
The New York Herald, January 17, praised the forthcoming 
programs and termed them "a most excellent idea."
This series may have been the first occasion that 
Mrs. Vandenhoff joined her husband in public reading 
performances. The New York Times on January 20, 1859, 
reported:
The selections were excellent . . .Mr. Vandenhoff 
possesses every requisite for preserving the 
attention of the audience, and Mrs. Vandenhoff is an 
exceedingly agreeable reader.
Vandenhoff's Shakespeare-Dickens readings were so 
well received that the engagement at Hope Chapel was 
extended for an additional three nights. Following the 
opening night in that second series, the Tribune, in 
offering praise, noted Vandenhoff's pioneer effort:
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Mr. Vandenhoff was one of the first to introduce the 
entertainment known as 'Shakespeareian [sic]
Readings,' and he has ever been one of the most 
popular. . . .  He has had many years experience and 
training, and he always gives his auditors an 
excellent entertainment.261
Vandenhoff's advance notices often stated that he
or his wife would present both readings and recitations.
Use of these two descriptive terms was not peculiar to the
Vandenhoffs. The distinction made by E. B. Warman in 1886
probably held true for this period. Warman observed:
Readings are selections— didactic in their 
character— that do not require gesticulation, and 
should not be given without the book, either held in 
the hand or lying on the desk. . . . Recitations 
partake more of the declamatory style and require 
gestures of description and often strong, heroic 
attitudes.262
Although there was no rigid formula guiding 
Vandenhoff in the arrangement of his reading materials, most 
often he opened with dramatic literature, usually by 
Shakespeare, and closed with a humorous sketch from the 
narrative writings of Dickens. The middle portion of many 
programs was filled with either serious or humorous poetry.
Apparently he subscribed to the present-day theory 
that narrative literature can be excitingly shared with 
others through the dramatic mode of delivery. As an 
established thespian, he was capable of capturing the 
audience's attention by opening with a reading of dramatic 
literature. Proceeding through a few lyrical selections, 
Vandenhoff usually then concluded with a dramatic 
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Early in his reading career Vandenhoff combined 
lectures with his readings. He spoke on topics such as "The 
Greek Drama" and "The Life and Writings of Sheridan." He 
followed the lectures with readings illustrative of the 
program's topic.
Whether by his conscious design or not, reviews 
indicate that Vandenhoff's programs left his listeners 
feeling rewarded by the literary experience he offered.
Appearance
In physical appearance Vandenhoff was described as
being "tall and well formed, with an open and manly 
2 63countenance." He was noted as having a "graceful and
commanding figure, fine expressive features, and
264intellectual head, [and] a penetrating eye." In
addition, he was observed to possess "dignified serenity in
. . ,,265his manner."
For his readings, Vandenhoff wore a plain black 
26 6evening suit. On two occasions there is evidence that he
deviated from that practice. The first was on January 26,
1850, when he costumed as the young Shakespeare.
George Vandenhoff brought Shakespeare in another 
form to the crowds that he drew to the [Boston]
Museum, in his 'Shakespearean Reading,' which he 
gave on a series of Saturday evenings beginning 
January 26, 1850. On the first of these occasions 
he appeared in the costume of William Shakespeare, 
in his early days, modeled after the busts and 
portraits of the immortal bard.267
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Apparently Vandenhoff went beyond mere suggestion to
employ make-up and a wig in an actual impersonation of
Shakespeare. That performance must have been much like
those of Emlyn Williams' "Charles Dickens" and Hal
Holbrook's "Mark Twain" of the present century. The Daily
Evening Transcript of January 29, 1850, commented upon
Vandenhoff's curious attempt at impersonation as follows:
DeOuincey writes, in his Life of Shakespeare, that 
'in the light of either accessories or counter 
agencies, whether the creator of Lear or Hamlet was 
born in a hovel or palace, whether he passed his 
infancy in poverty or hedged around by glittering 
spears of body guards, is trivial and below a 
philosophic valuation.' This may be so. But few 
among the auditors gathered at the Museum on 
Saturday evening, could have dispensed with the 
picturesque and admirable 'accessory' of costume, 
that in placing Shakespeare before us at youth's 
glorious prime, (the resemblance to his portraits 
being strikingly faithful,) heightened so materially 
the effect of his own immortal fancies.268
Another time Vandenhoff varied from his usual mode
of reading attire was for an afternoon recitation also at
the Boston Museum on April 6, 1857. Again he donned costume
and employed physical poses as aids to his delivery. In the
costume of Apollo, Vandenhoff "recited Collins' 'Ode to the
Passions' with statuesque illustrations of Fear— Anger—
269Love— Jealousy— Hope— Despair— and Joy." This
recitation was presented as an afterpiece to a matinee 
theatrical performance of Still Waters Run Deep in which 
Vandenho ff appeared.
At the time of those readings Vandenhoff was yet a 
busily engaged thespian. His growing discontent with 
increasing interest for theatrical spectacle— including
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costuming— prompted Vandenhoff to retire from the stage at 
the conclusion of the 1857-58 season. Shortly thereafter
his Leaves from an Actor's Note-Book recorded his rejection
* • 270 of costuming.
In 1868, a critic for the New York Times, feeling
that another critic had erroneously judged Vandenhoff as
having been "foppish" in his appearance, defended Vandenhoff
by asserting that "surely a plain evening suit of black is
711not be objected to!"
Delivery
A major obstacle encountered in describing the 
efforts of nineteenth century performers is the lack of 
extensive comments and critical evaluations relative to 
their vocal delivery. The majority of observations are to 
be found in news articles often written by unidentified 
reporters. Unfortunately, the newspapers' entertainment 
writers of the nineteenth century were not so much critics 
as they were reporters of facts. Attention was focused on 
"who," "what,1 "when," "where," "why," and "how much" (cost 
of admission) but seldom on "how well," or even "how 
poorly," the performance was executed. In the case of 
George Vandenhoff, his public reading career extended from 
1844 to 1883, a time long enough for a fair evaluation of 
his delivery.
For Vandenhoff's earliest known reading in New York 
City, November of 1844, the Tribune recorded:
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As his effective and beautiful elocution is well 
known it scarcely needs our recommendation to those 
wishing a delightful entertainment, to go and enjoy 
the rare treat that his brilliant declamation willafford. 272
In speaking of Vandenhoff's "well known, effective and
beautiful elocution," the writer had to be referring to
Vandenhoff's theatrical portrayals, for he was yet unknown
as a public reader.
Following Vandenhoff's theatrical debut in 1839, his
voice was described as being clear and his enunciation was
judged to be distinct. On the negative side, he was found
to be "completely passionless" having "no shadowings out of
emotion, and in parts requiring tenderness his voice sounds
273exceedingly hard and harsh." Three years later, for his
American theatrical debut, the Spirit of the Times of 
September 24, 1842, described Vandenhoff's voice as being 
strong and having a pleasing quality. Still later, in 1853, 
a London reviewer commented positively on Vandenhoff's 
articulation:
In this age of strong accents and exaggerations, . . . 
it is truly refreshing to meet with an actor who 
never 'o'ersteps the modesty of nature' . . . and speaks 
the language of Shakespere with just emphasis and 
purity. . . He not only satisfies us, but he delights 
us . . . .  by his really beautiful level speaking, which 
is truly 'nature to advantage dressed.'274
Vandenhoff apparently profited from the criticism
given him at the time of his initial London performance in
1839. In 1853, a London reviewer of Vandenhoff's portrayal
of Hamlet spoke of his voice as being "clear, though soft,"
and concluded that
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Mr. Vandenhoff's forte seems to lie rather in the 
colloquial gently pathetic, than in the violently 
passionate, and his elocution is marked less by 
force than by refinement.275
Evidently Vandenhoff was conversational in his oral
delivery— a desirable characteristic for the public reader
whose objectives include the sharing of a literary
experience with listeners. Much later reviews of
Vandenhoff's readings recognized him as possessing an "easy
276conversational style," with "not too offensively studied 
27 7intonations." Those observations were made in 1870, only
two years after the printing of one critic's negative
opinion stating that Vandenhoff "produces no electrical
surprises, and his intonations betray no great depth of
feeling or appreciation of the author's shades of 
278thought." The conflicting evaluations suggest that
Vandenhoff might have shown great improvement in two years, 
or perhaps that he was more effective in the portrayal of 
one character and less so with another, or even that he had 
encountered a critic who preferred a more flamboyant style.
The New York Times of February 2, 1859, considered 
Vandenhoff as possessing "great variety of voice." In 
reviewing his Hamlet, the London Sunday Times of October 30, 
1853, perceived him to have demonstrated "a voice capable of 
being modulated according to the passion or emotion to be 
delineated." Again, this review reflected improvement in 
Vandenhoff's voice, which was described as "passionless," in 
1839, by the Times. The highest compliment, regarding
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modulation, was extended Vandenhoff by a writer for the 
New York Times in his reporting on Vandenhoff's reading of 
Dickens:
The great variety of voice, expression, and manners, 
that Mr. Vandenhoff brings into play, for every 
different character, is indeed surprising. . . .  he 
may be described as 'several single gentlemen rolled 
into one.'279
The last line of the foregoing complimentary observation is
reflective of Vandenhoff's success in handling
characterization. Ten years later, a review of Vandenhoff's
reading of Dickens' unfinished The Mystery of Edwin Drood
noted that "Mr. Vandenhoff . . . [gave] the best portion of
this remarkable fragment, expecially the comic scenes and
280female characters, with happy effect. Thus
characterization must have been one of Vandenhoff's strong
attributes as a reader, one that undoubtedly contributed to
his maintaining the listener's attention.
An indication of Vandenhoff's ability to evoke
visions of characters in the minds of his listeners
occurred in a comment on his reading of Sheridan's The
Rivals in 1859:
The sketch of Sheridan's love, elopement and 
marriage, introductory to the reading of The Rivals, 
afforded much amusement, and the comedy itself, as 
read by Mr. Vandenhoff, kept the audience in 
continual laughter. Sir Anthony, Mrs. Malaprop, Bob
Acres, Sir Lucius O'Trigger— even Lydia Languish was
brought palpably before our e y e s . 281
In his teachings Vandenhoff strongly advocated that
performers maintain respect for an author's text. Reviews
attested that he adhered to that canon in his own
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performances. The Tribune of January 28, 1858, reported
that "his readings of the text are correct and sensible."
Later on, the Tribune of January 15, 1870, offered both
praise and admonishment for Vandenhoff by noting that "he
read a portion of the second scene of the third act of
Henry VIII, with a truthful expression, with a strict
observance of Shakespeare's manifest meaning," but "the
'Bagman's Dog' would have been better done, had the reader
been more familiar with the text." Evidently Vandenoff was
ill-prepared for reading that selection.
One article suggested the presence of restraint and
control in his performance by noting that Vandenhoff "seldom
attempts any startling renderings for the sake of 
2 82effect." That remark echoed an earlier one that endorsed
Vandenhoff's portrayal of Hamlet:
We entirely agree with Mr. Vandenhoff in what may be 
termed the subdued and intellectual reading he gave 
it [role of Hamlet]. The total absence of all 
clap-trap or trickery either in voice or action and 
the consummate art with which, by the judicious 
reading of the part, he developed all its beauties, 
cannot be too highly commended.283
That same article characterized Vandenhoff's style of
delivery as being "reflective and poetic."
A New York Times' critic, though not complimentary
of Vandenhoff's vocal delivery, highly praised his
gesticulation exhibited during one of his "Dickens'
Mornings" at the Union League Theatre in March of 1879:
Mr. Vandenhoff was throughout a very satisfactory 
and discriminating reader, as indeed he always is.
The flexibility of his naturally monotonous voice, 
the tones of which are far from pleasing was shown
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to the best possible advantage in these efforts; and 
his mastery of the art of gesture— the importance of 
which cannot be too constantly emphasized at a time 
when slovenly action is the rule, not the 
exception— addedly [sic] greatly to the enjoyment of 
his thoughtful observers.284
In view of numerous previous complimentary evaluations of
Vandenhoff's voice, it is likely that this reviewer heard
him read during a time of vocal fatigue.
Very little was recorded regarding Vandenhoff's
movement and gesturing. Theatrical reviews noted him as
285being "elegant in his movements" and having "most
286graceful gestures." He was further observed to be one
"who moves with gentlemanlike ease and grace upon the
In 1879, the New York Times concluded that
Vandenhoff's "accomplishments as a reader have been mellowed
and refined by long experience," thus indicating improvement 
288over the years. A newsman for the New York Mirror wrote
a full page eulogy for Vandenhoff's obituary, in which he
evaluated Vandenhoff's delivery in the following manner:
His voice was strong, sonorous and remarkably 
flexible. He gave to every word its delicate shade 
of meaning and he delineated character, humorous, 
heroic and pathetic, with singular charm and rare 
versatility. He was a scholar but not a pedant. He 
brought to bear upon his art an intellect of fine 
powers, and his knowledge was used to form a better 
understanding of nature; not to hamper it with 
mechanical rules and so-called laws.289
152
Vandenhoff's Audience Appeal
Although probably not so intending, one writer
greatly complimented Vandenhoff when he noted that "if we
must hear Shakespeare read rather than played in a theatre,
doubtless it would be better to wait for George 
290Vandenhoff." It appears that many of Vandenhoff1s
admirers were of the same opinion.
A compendium of journalistic observations relative
to typical members of a Vandenhoff audience depicted them as
intellectual, attentive, and responsive. In addition it was
often noted that the audience was comprised of
"fashionable,"^'*' and "eminent people.
By 1870, the New York Times observed that Vandenhoff
performances "are now looked for by the public as a regular
institution of the metropolitan season, and . . . they
combine instruction with entertainment in a degree not
293always shared by popular amusements." These remarks
reveal a pragmatic characteristic in Vandenhoff performances
which no doubt contributed to his long popularity with
audiences: he instructed while entertaining.
The New York Times of January 20, 1859, noted that "Mr.
Vandenhoff possesses every requisite for preserving the
attention of the audience." That assessment was echoes
eleven years later by the Tribune report that "Mr.
Vandenhoff is a clever man, and he never fails to amuse and
294benefit intelligent persons who attend his recitations."
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Vandenhoff obtained a response from his audiences 
that even modern day performers are desirous of evoking. In 
reporting Vandenhoff's reading of Dickens, one critic 
observed that "his hearers felt like actual spectators of 
the fun, and their laughter and delight knew no bounds."295 
In the opening lines of that same review the writer noted 
that "a numerous, select, and attentive audience enjoyed the 
entertainment and manifested their appreciation by hearty 
applause."
Referring to a reading of Hamlet, critics recorded
that Vandenhoff "held his hearers in breathless attention by
296his characteristic variety." He "had constant attention
297and there was a constant recurrence of hearty applause"
298from a "numerous, select, and attentive audience."
With only a few exceptions, reports indicated that
Vandenhoff readings were well attended. One exception was
the time Charles Dickens was in New York to read his own
work. For whatever reason, whether financial, prior
commitment, or other, Vandenhoff's performances at
Dodworth's Hall were held simultaneously with those of
Dickens at Steinway Hall.
In its review of Vandenhoff's readings on the first
night of those conflicting entertainments, the New York
Times of April 15, 1868, reported that "there was a light
attendance, but the fitfulness of the weather is to be
charged with that. Mr. Vandenhoff read 'Dr. Marigold' and
299'Mrs. Gamp,' and seemed to please his audience greatly."
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Weather may well have discouraged some of Vandenhoff's 
audience; however, Dickens' readings were unquestionably a 
contributing factor to the "light attendance."
On another occasion, when Vandenhoff's anticipation 
of a large attendance fell short, he adapted well to the 
situation. In October of 1870, Vandenhoff announced a 
three-night series of readings with selections to be taken 
from Dickens' last work, The Mystery of Edwin Drood.
Supposedly, this was "the first occasion of its having been
. . , . . ,,300read m  public."
[Vandenhoff] had been impressed with the idea that 
the deep interest felt by many in Dickens' last but 
unfinished work— on which he was engaged up to within 
the hour of his decease, and the mystery with which 
death had augmented the mystery of the books never 
before read in public— would attract a thronging 
audience of the admirers of England's most popular 
novelist.301
The New York Times of October 17, 1870, expressed eagerness
over the forthcoming readings; however, the Tribune's review
of the first night's effort revealed that Vandenhoff's
anticipation of a large attendance had not been realized.
The Tribune article reported:
Those who came were, however, very earnest and 
appreciative, and, on the reader's social 
invitation, encircled him closely, like a ring of 
villagers, on a Winter's night, about the venerable 
relator of a ghost story. All entered with perfect 
sincerity into the pleasure. . . . [The] most 
striking features of the entertainment were the 
colloquial discussion Mr. Vandenhoff held with his 
audience on the most perplexing points of the 
mystery, and the original theory broached by him for 
their solution. 302
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That report exemplified "Vandenhoff, the educator," 
who was capable of bringing his listeners into the situation 
as together they shared the literary experience.
Undoubtedly, this attribute made a positive contribution to 
Vandenhoff's popularity as a reader.
The nature of his programs was much in line with 
those objectives of the late Lyceum movement, primarily 
encouraging self-improvement, inspiring, and providing 
entertainment through lectures, concerts, and literary 
readings. Vandenhoff's readings were taken from the works 
of both classical and contemporary authors. Many of the 
contemporary works read by him are now considered to be 
classics, thus substantiating the claim that George 
Vandenhoff did contribute to the development of the public's 
literary appreciation.
Further Critical Evaluations 
of Vandenhoff as a Reader
The quality of critical reviews greatly improved 
over the years. In addition to noting particulars of date, 
place, hour, admission, programs, and recording audiences' 
reactions, reviewers began to offer positive as well as 
negative comments relative to individual performances. 
Perhaps that gradual development of skills in critical 
writing was aided by the longevity of careers like George 
Vandenhoff’s . The more familiar a performer became to a 
critic, the easier it was to evaluate the merits and faults 
of that person's efforts.
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From the beginning, newspaper writers tended to 
speak favorably of Vandenhoff's announced readings and 
encouraged audience support of them. In light of 
Vandenhoff's success as an actor, critics may have thought he 
would be equally pleasing as a public reader.
Preceding Vandenhoff's second reading appearance in 
America, the Spirit of the Times, March 1, 1845, praised 
"the well known acquirements of this gentleman," and 
predicted his performance was certain to "ensure a rare 
treat."
From November, 1844, through 1857, Vandenhoff 
presented lecture-readings between his theatrical 
engagements. Critical reporting of the latter effort took 
precedence over his platform appearances. After his 
retirement from the stage, newspapers directed the public's 
attention toward Vandenhoff's public readings.
By 1858 reporters began to venture opinions relative 
to reading performances by Vandenhoff and his wife. The 
New York Times, January 20, 1859, observed that the 
Vandenhoffs' first Shakespeare-Dickens selections, read at 
Hope Chapel on the 18th, "were excellent." The writer 
asserted that "Mr. Vandenhoff possesses every requisite for 
preserving the attention of the audience" and concluded 
"Mrs. Vandenhoff is an exceedingly agreeable reader."
Announcements often provided information accounting 
for Vandenhoff's absence from New York as follows:
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Mr. George Vandenhoff having returned from his 
Western tour [of lectures and readings] will give, 
with Mrs. G. Vandenhoff, TWO READINGS from 
Shakespeare and Dickens, at Dodworth's Hall,
[December 13 and 15, 1859].303
On January 9, 1860, the Vandenhoffs began what was
to become a very busy month of reading engagements for them.
304It was later noted that "Mrs. Ellen Key Blunt and "the
Vandenhoffs held aloft the art of eloquence during the
winter of 1860."'^’’
Eight months then lapsed before the Vandenhoffs
again resumed their readings. The reason for their absence,
in part, was due to the public's temporary fascination with
the novelty of the Panoramas. As interest in that form of
spectacle waned, "elocution once more attracted the 
306curious." The Vandenhoffs announced a return engagement
of six nights (October 22-27, 1860) at Hope Chapel. The
Tribune judged "their good reputation as public
elocutionists is sufficiently well established to guarantee
307to their auditors an evening of pleasurable profit."
The New York Times, in announcing Vandenhoffs
forthcoming appearance for April 24, 1862, noted that the
engagement would be his "first soiree since his return from 
3 08Europe." As George's father, John Vandenhoff, died on
October 4, 1861, this well could have been a business trip
for George. From May of 1864 through December of 1865, the
309Vandenhoffs were again in Europe. It is not unlxkely
that Vandenhoff gave readings while on these extended 
visits.
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During December, 1867, and January, 1868, Charles
Dickens was in New York City reading from his own works.
Undaunted by the success of those performances, Vandenhoff
continued to give his readings from that author. Four days
after Dickens left New York City, Vandenhoff appeared at
Dodworth's Hall (January 20-22) for a three-night series of
readings from Shakespeare and Dickens. The Tribune
optimistically proclaimed "the entertainment ought to
310attract--as it surely will reward a crowded house."
After a tour of other states, Dickens returned to
New York City in April of 1868 for more readings.
Considering his obvious affinity for Dickens' works, the
question remains: why did Vandenhoff persist in offering
the same program opposite that author. Both readers'
programs included Dickens' "Mrs. Gamp," and "Dr. Marigold."
Perchance Vandenhoff was unable to rearrange his schedule.
Even so he might have considered altering his offerings in
deference to the visiting reader. A second possibility
might be that Vandenhoff welcomed the opportunity for
artistic comparison.
The Tribune lent credibility to that latter
possibility by inferring that he displayed courage in
offering his performance for comparison to that of Dickens,
who was scheduled to appear on the same night reading the
same program.
Mr. Vandenhoff appears to have nailed the flag of 
elocution to the mast of perseverance. Tonight he 
will read 'Dr. Marigold' and 'Mrs. Gamp.' . . .
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People who have the odor of comparisons may first 
hear Mr. Dickens, and then hear Mr. Vandenhoff— and 
then read themselves; and they will be sure to be 
suited.311
Only a few days earlier, the Tribune reported on a
Vandenhoff reading of Dickens.
His Dickens' 'Dr. Marigold' was . . .  a complete 
success, and was enjoyed and warmly applauded by all 
present. . . . His 'Mrs. Gamp' was the crowning 
success. It was overflowing with rich humor, 
without exaggeration, faithful to nature, happy in 
delivery, and one of the most satisfactory oral 
illustrations of its author that we everon 9witnessed.
The same review offered some comparisons between the
performances of Vandenhoff and Dickens.
He [Vandenhoff] does not impart to the character 
[Marigold] that breath of dialect and striking 
individualism with which it is read by its author, 
but his representation is superior in elocution and 
both comic and pathetic effect. He does not portray 
the Cheap Jack so vividly as Dickens, but tells his 
story better.
The Herald offered a later comparison of Vandenhoff
with Dickens and others. Its writer concluded:
Upon a critical examination of Mr. Vandenhoffs 
powers it is safe to say that he has more delicate 
perception than Dickens, more acute analysis than 
Underdonk and as great a familiarity with 
Shakespeare as Fanny Kemble.313
Vandenhoffs lecture-reading engagement at New York
City's YMCA Lecture Hall, January 13, 15, and 18, 1870,
received endorsement from the New York Times.
Mr. George Vandenhoff, whose distinguished merit as 
an elocutionist has long been acknowledged, will 
shortly begin his annual series of readings in this 
city. . . .  as they combine instruction with 
entertainment in a degree not always shared by 
popular amusements, we rejoice in such an indication 
of their permanent success.314
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All three of the major New York newspapers were
complimentary in their evaluations of Vandenhoff's first
night of readings during the season of 1870. The Tribune's
critic was of the opinion that
The veteran elocutionist was in excellent voice and 
vein for reading, and gave several selections from 
Hamlet fine effect. The Ghost scene was presented 
with unusual impressiveness and power; but the 
closet scene between Hamlet and the Queen was 
somewhat boistrous and marred by excessive 
effort. 315
Apparently Vandenhoff's level of energy was very high for 
this performance. Vocally and attitudinally that energy 
worked for him in presenting the first scene; however, he 
must not have been able to control his energy for the second 
scene. The critic found him to be too loud and too 
energetic. Perhaps Vandenhoff lapsed into acting practices 
in his reading of the closet scene from Hamlet. After all, 
he had performed that scene many times during his theatrical 
career.
Vandenhoff seemed to have regained control over his 
energy by the time he read the selections from Tennyson and 
Mackay.
His delivery of Tennyson's 'Lord Roland and Lady 
Clare,' was full of refined poetic feeling; and 
Mackay's 'Louise on the Doorstep' ["Outcast"], was 
read with a pathos and sweetness that touched the 
heart of every auditor.316
He then picked up the pace with a selection by Thomas Hood.
"Hood's burlesque, 'Nocturnal Sketch,' was presented in all
its graphic humor, without loss of one of its telling 
317points." By the time he reached the Dickens materials he
was fully in control:
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Mr. Vandenhoff's great triumph, though, was won in 
his interpretation of Dickens' 'Winkle in the Field, 
and Pickwick in the Pound.' By the mastery of his 
art he conjured up these scenes with a freshness and 
farce that glowed with life, and overflowed with 
irresistible drollery.318
In comparing the performances of Vandenhoff and
Dickens, a critic for the New York Herald of January 14,
1870, noted Vandenhoff's possession of "delicate
perception." While offering praise for Vandenhoff as a
reader, the writer of that article concluded his review by
asserting his opinion that "reading, at best, is a stupid
entertainment." Yet another writer, in announcing the final
night's program of Vandenhoff's readings for April 16, 1868,
expressed his low opinion of public readings in general but
exempted Vandenhoff from his criticism.
Mr. George Vandenhoff will give another recitation 
from eminent authors at the Hall of the YMCA. . . .
We do not esteem these dress-coat dramatic 
entertainments as one whit higher than those offered 
at the theatres, either in morals or in intellect.
But Mr. Vandenhoff is a clever man, and he never 
fails to amuse and benefit intelligent persons who 
attend his recitations.319
New York critics seemed to develop an affinity for 
Vandenhoff's readings. They usually countered unfavorable 
observations of his performances with positive comments. 
Apparently one critic was so certain of the success of a 
particular reading that he wrote his review without even 
attending, thus providing Vandenhoff with an undeserved 
favorable review. His unreliable reporting was exposed by a 
critic for the New York Times:
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One of Mr. Vandenhoff's critics was very keen the 
other morning upon the gentleman's reading of The 
Merry Wives of Windsor on Monday night. It is 
unfortunate for the point of his criticism that Mr. 
Vandenhoff did not read from that play at all, or 
even mention it; it was his next night's 
performance.320
One further example of combined negative-positive
criticism is to be found in a Tribune review of Vandenhoff's
first presentation of Dickens' The Mystery of Edwin Drood;
Edwin Drood is, however, indifferently adapted to 
the purposes of popular elocution, and the most 
striking features of the entertainment were the 
colloquial discussion Mr. Vandenhoff held with his 
audience on the most perplexing points of the 
mystery, and the original theory broached by him 
for their solution. The performance, as a reading, 
was well nigh a failure, but as a 'conversazaione' 
it was quite a success.321
Vandenhoff had chosen to present an unfinished— incomplete
and unpolished— fragmentary Dickens' manuscript. It appears
that Vandenhoff realized the mistake of his unwise choice
only after he was into the performance of it; however, by
altering his tactics he turned an otherwise doomed evening
into a rewarding experience for his listeners.
As exemplified on the occasion of the "Drood"
reading, Vandenhoff's ability to adapt himself to a
situation contributed to his appeal with audiences. An
earlier example, in which he accommodated faithful members
of his audience, by announcing a matinee performance during
a series, was praised by the New York Times of April 11, 1868:
Mr. Vandenhoff could hardly do a wiser or kinder 
thing in his own public way. So many of his earlier 
admirers are now unable to dare the night-air and go 
out to an evening performance, and so many 
scrupulous ones also could not attend his most 
recent course, that both parties are likely to be 
best accommodated.
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Lack of attendance by "scrupulous" people could have been
due to the fact that Easter Sunday was on April 12 in 1868.
Whereas religious services would have prevented a percentage
of audience members from going elsewhere at night they would
be available for a matinee reading. Also, Vandenhoff's
"most recent course" preceding this particular engagement at
Dodworth's was held in Harlem. Attendance by his regular
admirers would have probably necessitated a late night
return to their homes. Regardless, the admiration held for
Vandenhoff by his audiences, and by the press for that
matter, was unfaltering.
In announcing a forthcoming series of five nights of
readings by Vandenhoff, the New York Times headlined him as
322"New York's Favorite Reader." At midpoint in that
engagement, the New York Times elevated Vandenhoff's status
32 3to that of "New York's Greatest Reader."
After having been in Europe for two years,
Vandenhoff returned to Association Hall in New York City on
November 30, 1883, for what was probably his final public
324reading appearance.
During his career Vandenhoff won the admiration of
his public and the press and in so doing made a contribution
to the respectful recognition and popular interest in the
art of public reading. One writer noted:
His entertainments rise far above the plane of 
ordinary recitations in respect of the reader's 
knowledge of his art, and they have, besides, all 
the interest and impressiveness of well-acted 
plays.325
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Another writer concluded that Vandenhoff was
. . . so well known to the habitual reader, that 
it seems unnecessary to make more than a passing 
reference to an entertainment as to the merit and 
interest of which there can be only one opinion. He 
adds to the experience of a most intelligent and 
schooled reader the knowledge and appreciation of 
the actor's art, and his rehearsals of extracts in 
prose and in verse acquire from his double skill a 
charm the correct vocal expression of the words only 
could never give them.326
The Times of March 9, 1879, proclaimed that "Mr.
Vandenhoff is one of our most finished elocutionists, and
his work appeals to the best intelligence." The writer of
Vandenhoff's obituary concluded that "no reader ever
achieved the fame in this country that was won by the
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CHAPTER IV
GEORGE VANDENHOFF'S CAREER AS AN ELOCUTIONARY 
INSTRUCTOR AND WRITER OF TEXTBOOKS
Early nineteenth century America nurtured a climate 
conducive to the growth and achievement of the individual. 
Emphasis was placed on developing leaders. It was soon 
realized that "public men had to be learned, or appear so, 
and be able to display their learning in polished 
rhetoric.
The term 'elocution,1 as it was used throughout the 
eighteenth and for three quarters of the nineteenth 
centuries, was generally related to the delivery of 
spoken discourse, and the texts which were written 
during that period were primarily concerned with 
improvement in the effectiveness of such delivery.2
Vandenhoff's Predecessors
To meet the demand for elocutionary instruction, 
many people who were trained in other fields offered their 
services as teachers. Among those answering that call were 
physicians, Jonathan Barber, C. P. Bronson, and Erasmus 
Darwin North; educators, Andrew Comstock, Merritt Caldwell, 
and William Russell; and actors, James Murdock and George 
Vandenhoff. These instructors wrote their own manuals for 
use by their students and the public.
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The pedagogical writings of eighteenth century
Englishmen Joshua Steele, Thomas Sheridan, and John Walker,
and Gilbert Austin of the early nineteenth century greatly
influenced American elocutionists throughout the later 
3century. Despite the controversy over concepts and the
varying methods of execution advocated by those four men,
they possessed the common desire to contribute to effective
oral expression; however, they differed in their
prescriptions for its achievement.
A major problem confronting eighteenth century
writers was "the lack of an exact language with which to
describe effective speaking and the absence of any means by
which this act could be recorded and made relatively 
4permanent." Joshua Steele "was interested in recording, by 
means of symbols, how certain selections were delivered by
5famous people." In his Prosodia Rationalis, published m  
1775, Steele offered an "elaborate system [that] was based 
upon the notations used in music and presented symbols for 
accent, quantity, pause, emphasis, and force." Some judged 
Steele's as an unsatisfactory solution to the problem for,
7in their opinion, "it gave rise to mechanical methods"
best explained as systematic instruction in which techniques
of oral expression are taught by rules.^
As for the individual methods employed to achieve
improvements in the effectiveness of delivery, Samuel Silas
Curry, noted educator, remarked:
It must be granted than men do not see things alike.
In every department of art, there have always been
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different schools. Hence there must be different 
schools of elocution.9
Imitation is probably the oldest method of teaching
delivery. Both Thomas Sheridan and John Walker perceived
the imitative method to be in violation of the fundamental
nature of oral expression. Although "they practically
taught by imitation, each earnestly sought for a method
which would be independent of imitation, and would
adequately meet the needs of delivery. Both men were
actors and known for their lectures on elocution. Even
though their motivational theories were somewhat similar,
Sheridan and Walker often have been cited as representing
polar approaches to accomplishing effective oral delivery.
Walker's Elements of Elocution (1782) "is filled
with rules for pause, inflection, modulation, and
gesture."'*''*' In his Course of Lectures on Elocution (1763),
Sheridan set forth "his thesis that good delivery is based
12upon natural conversational style." Sheridan advocated
meaning as a guide to delivery; however, he did teach "a
notation for pauses which was to be used by the student, and
omitted the regular punctuation marks from the exercises to
13be read in class." In other words, Sheridan's "natural 
style" was not without the application of rules.
It is not within the scope of this writing to pursue 
the age-old controversy of "mechanical" versus "natural" 
versus "imitative" methods of instruction. Within the past 
few years, Giles Wilkeson Gray wisely concluded:
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I find very little in the writings of these 
originators of the theory of elocution to indicate 
that any of them were attempting to set up a system 
of rigid patterns into which all delivery was to be 
cast. . . . There were variations in emphasis, of
course, but all those writers, so far as I have 
found, based their analysis on what they conceived 
to be observable in nature, and that would tend to 
put them into the 'natural' school. And all of them 
gave some instruction in how to achieve the effects 
which had been derived from nature. [This would 
place them in the 'mechanical' school.]14
There is no argument that Gilbert Austin's
Chironomia (1806) was anything other than systematic in its
application of gestures as an aid to the spoken word. In
using drawings of human figures depicting various dramatic
poses, appropriately notated, Austin's purpose "was to
produce a language of symbols to represent the action of the
15orator in a speech." He prescribed a system for recording 
bodily actions much as Steele had attempted to do for the 
voice. Austin's influence was evident in elocutionary 
practice throughout the nineteenth century.
Conflicting theories and a lack of common
terminology among textbook writers continued to impede the
teaching of oral expression into the nineteenth century. In
The Philosophy of the Human Voice (1827), Dr. James Rush,
an American, offered a scientific analysis of vocal effects
and made an attempt to clarify speech nomenclature currently
16in use by elocutionists. Rush, a medical doctor, was
neither a teacher not an elocutionist; however, his book is
considered to be "the first important original contribution
17of an American to the field of speech."
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The Philosophy of the Human Voice was not intended 
as a textbook; however, American teachers of elocution, 
including George Vandenhoff, utilized Rush's work in writing 
their textbooks. That action lessened dependence on English 
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of Vandenhoff's The Art of Elocution (1846.)
"To Professor E. T. Charming with G. Vandenhoff's 
Respects,— 1 Octobr. 1846" (Edward T. Channing, 




Lawyer, actor, and public reader, George Vandenhoff
was also noted as an elocution teacher who wrote textbooks
for the instruction of that art. His first book, published
in 1844, was entitled A Plain System of Elocution: or,
18Logical and Musical Reading and Declamation. Vandenhoff
justified his effort by stating in the preface, "I publish
this little work, first, because I want it myself; 2d,
because my pupils want it; 3d, because I think it may be of
19use to the public." He announced that his work "has no
pretension to profundity; not much claim, perhaps, to
originality; except in one feature, which is rather a
novelty in works on Elocution— it is simple and
intelligible; and . . . correct in theory, and easy of
..20practice.
Six editions of Vandenhoff's books, with title 
changes, were in use in both America and England for over 
thirty-five years. The term "edition," however, as employed 
by nineteenth century publishers often was indicative of a 
mere reprinting rather than a revision of a work. Title 
changes for editions, as well as changes in the professional 
title used to identify the author, strongly suggest changes 
in Vandenhoff's motivation for successive editions of his 
textbook.
He directed his manual to statesmen, clergymen, 
lawyers, students of declamation, and young women attending 
finishing schools. In other words, Vandenhoff's instruction
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was popular with public orators, pulpit orators, forensic 
orators, and students of oratory. In addition, ministers, 
students, and young ladies practiced his lessons in reading 
and recitation.
The body of the first edition was arranged into 
categories of "elements," "principles," and "graces." The 
elements are articulation and pronunciation. The pause, 
inflection, and emphasis are presented in the second 
division and intonation, energy, and expression in the 
third.
Vandenhoff's manual obviously sold, for a second
printing by the same publisher followed the first in less
than six months. In 1846 a revision appeared under a new
title: The Art of Elocution; From the Simple Articulation
of the Elemental Sounds of Language, Up to the Highest
Tone of Expression in Speech, Attainable by the Human Voice.
Vandenhoff wrote that "the alterations and additions made to
that System [his first book] are the result of reflection,
study, and of the experience gathered from extensive
21practice as an instructor." In addition to having been
influenced by James Rush, Vandenhoff acknowledged the
"valuable suggestions . . . received and adopted, from his
father, John Vandenhoff, Esq., Professor of Elocution at the
22Royal Academy of Music in London."
Although Vandenhoff sought to attract the literary 
public with his 1846 edition, he continued to address 
special needs of professional members of the clergy, the
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23bar, and the senate. Abandoning the divisional heading of 
"Graces," he expanded discussion of those topics comprising 
his earlier editions. A new feature was his explanation of 
the passions, further enhanced by related examples and 
exercises. A brief recognition of gesture as being a 
complement to the spoken word concluded the 1846 edition of 
his instructional manual. With few exceptions, the section 
on gesture became standard in succeeding editions of 
Vandenhoff's The Art of Elocution.
The 1846 edition was published by Wiley and Putnam 
of London. C. Shepard of New York printed an edition in 
1847 that, except for the title, was identical in text to 
that of the 1846 London printing. The 1847 title change was 
The Art of Elocution: or, Logical and Musical Reading 
and Declamation, with an Appendix, Containing a Copious 
Practice in Oratorical, Poetical, and Dramatic Reading,
Well Adapted to Private Pupils, and the Use of Schools. The 
return to the use of "Logical and Musical" is indicative of 
the practice by British and American publishers of 
distinguishing their printings from one another by altering 
the titles of otherwise unchanged textbooks. In 1849 and 
1851, new "editions" with no change in either text or title 
from the 1847 printing were published by Spalding and 
Shepard of New York.
Ten years later, in 1861, London publishers, Sampson 
Low and Son, printed Vandenhoff's revision of his textbook 
with another change in the title: The Art of
Elocution, As an Essential Part of Rhetoric: with
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Instructions in Gesture; and an Appendix of Oratorical, 
Poetical, and Dramatic Extracts. Without change in content, 
the 1861 edition of The Art of Elocution was reissued in 
1862 and 1867 by the same London publisher. The subject 
matter of former editions was presented in four parts plus a 
fifth part entitled "Elocution and Rhetoric," wherein 
Vandenhoff covered those topics under the heading of 
"Graces" in the 1844 edition. Another noticeable change in 
the 1867 edition was the addition of M. A. following 
Vandenhoff's name on the title page.
There is record of an edition's having been
24published m  1888 by Spalding of New York. Its existence 
is somewhat dubious as Vandenhoff died in 1885. In any 
case, it is or probably would have been a reprinting of an 
earlier edition.
Nineteenth century publishers commonly included
letters of endorsement for a particular work in their
printing of that book. Testimonials for Vandenhoff's A
Plain System of Elocution were included in the 1846 edition
of The Art of Elocution. The letters reveal that
Vandenhoff's textbook was in popular use by academies,
universities, and seminaries in both America and England.
Samplings of those endorsements are as follows:
'From' A. Richardson, Esq., 'Principal of the 
Freehold Young Ladies' Seminary.'
I have introduced Vandenhoff's Elocution into 
our Seminary, and am highly pleased with the trial 
which we have thus far made of its merits, viz: the 
great interest which a large class of young ladies
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manifest in the subject of Elocution since we have 
introduced this work. This branch of education, 
hitherto one of the most uninteresting to my pupils, 
is now regarded as entirely the reverse.
'From the1 Rev. R. T. Huddart, (Classical Academy, 
Houston Street [New York City].)
It affords me much pleasure to add my testimony 
to the value, importance, and advantage of Mr.
George Vandenhoff's Work on Elocution. He has aptly 
styled it "a 'plain' System:" such it truly is to 
those who will pursue the instruction given, step by 
step; and cannot fail of producing a beneficial and 
much wished for result in one of the departments of 
education so sadly neglected— 'correct 
reading'— devoid of vulgarities, and errors in 
articulation and pronunciation.
I hope the book will have a wide circulation, in 
order that the good which it is capable of effecting 
may be thus more extensively diffused, and a better 
system of instruction be afforded to the rising 
generation, in that which constitutes a most 
agreeable accomplishment in every gentleman's 
education, namely, "Logical and Musical 
Declamation."
R. Townsend Huddart.
New York, March 14, 1845.
'From' Mrs. Lawrence, (Academy, Stuyvesant Place 
[New York City].)
I have great pleasure in stating, that Mr. G. 
Vandenhoff's Work on Elocution has been used with so 
much success in my school, that I can safely 
recommend it to all, who may desire improvement in 
that elegant branch of education; as 'the most 
simple, clear, and concise treatise on the subject; 
and well adapted to the comprehension of any mind.' 
Julia Lawrence 
March 8th, 1845.
'To the Author, from' John Vandenhoff, Esq., 
'Professor of Elocution in the Royal Academy of 
Music, London.'
In reference to your System of Elocution, 
published in New York, I am proud to recognize it as 
the best practical work I know on the subject.
I have made satisfactory experiments of it in my 
own practice; and shall make it a Text-Book, both 
with my private pupils, and my classes at the Royal 
Academy of Music; for which purpose send me two 
hundred copies.
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I shall recommend it also to the Elocutionary 
Professors of our several Colleges.
J. Vandenhoff. [George Vandenhoff's father]
34 North Bank, 30th Sept. 1845.
'From C. S. Henry, D. D., 'Professor of Philosophy 
and History in the University of New-York.
I have the highest opinion of Mr. Vandenhoff's 
System of Elocution. I know of no book so well 
fitted for the use of learner or teacher. It 
possessed in an eminent degree the combination of 
good qualities most of all to be desired in a work 
of instruction— correctness of theory, simplicity 
and clearness of exposition, and ease of practice.
C. S. Henry, D. D.
Vandenhoff prepared manuals for particular interest 
groups. As a professor of rhetoric, he compiled a book 
entitled The Clay Code; or, Text-Book of Eloquence in 1844. 
That book was an anthology of extracts from the public 
speeches by Henry Clay. Vandenhoff's choice of "Text-Book" 
for the title is a misnomer, for the selections are neither 
preceded nor followed by commentary.
In 1862, Vandenhoff selected instructional passages 
from his larger textbook, The Art of Elocution, made some 
changes in selections for practice, and offered smaller 
manuals designed for two special interest groups. Those 
books were entitled The Lady's Reader: With Some Plain and
Simple Rules and Instructions for a Good Style of Reading
Aloud; and a Variety of Selections for Exercise, and The
Clerical Assistant: An Elocutionary Guide to the Reading
of the Scriptures andI the Liturgy; Several Passages Being
Marked for Pitch and Emphasis With Some Observations on
Clerical Bronchitis. Both works were published by Sampson
Low, Son, and Company, London, in the same year.
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Vandenhoff's final textbook was published in 1878 by
Sampson Low, Marston, Searle, and Rivington in London. Its
title was The Art of Reading Aloud in Pulpit, Lecture
Room, or Private Reunions with a Perfect System of Economy
of Lung Power on Just Principles for Acquiring Ease in
Delivery and a Thorough Command of the Voice. He continued
to use M. A. following his name and addressed that work to
"anyone who may desire to follow his advice, either as
teacher or learner."^
Published in the fortieth year of Vandenhoff's
career as a public performer, his last textbook reflected
the culmination of knowledge and practical experience gained
through his acting, reading, teaching, and writing.
The Art of Reading Aloud concentrated on the reader's
understanding of the printed page and his presenting it to
listeners so that they would understand it as he did. In
other words, Vandenhoff observed reading aloud to be "based
2 6on analysis and synthesis" of printed matter. He showed
remarkable adeptness in his discussion of phrasing and noted
that "to a bad reader all sentences are alike" and "to a
good one they have a great variety of time, pitch, and 
27cadence." Attention was also given to melody, emphasis, 
vocal quality, and verse reading. A topic noticeably 
deleted from that textbook was his discussion of 
articulation and pronunciation. However, he did close the 
book with his standard presentation of "Vocal Expression of 
Passion."
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Vandenhoff's Indebtedness to James Rush
Several nineteenth century teacher-writers of
elocutionary textbooks, Jonathan Barber, Merritt Caldwell,
Andrew Comstock, Henry Noble Day, James Murdock, and William
Russell, as well as Vandenhoff, were significantly
influenced by Rush's Philosophy of the Human Voice. In
The Art of Elocution Vandenhoff expressed his appreciation
of Rush's work.
To Dr. Rush's Treatise on the Voice, the author has 
had recourse for light on many of the niceties of 
the elementary sounds of our language; and gladly 
takes this opportunity of offering his humble 
tribute to the masterly analysis of the voice, its 
functions and capabilities, contained in that 
philosophical and eloquent work.28
Greater insight into Vandenhoff's utilization of the
29"Rush System" is gained by reviewing the major original
contributions that Rush made to the teaching of elocution.
"In the first place, he [Rush] made a bold gesture
30at clarifying speech nomenclature." Aware of the existing
confusion over terminology by earlier writers, he attempted
to consolidate and clarify terms that were being used
inconsistently. He categorized the voice under five
headings: quality, force, pitch, time, and abruptness.
In analyzing the first element, quality, Rush
recognized six distinct vocal qualities: natural, guttural,
31whispered, falsette, nasal, and orotund. He concluded 
that varying vocal qualities were representative of states 
of mind. When Rush changed from "quality" to the term 
"vocality," in the sixth edition, he had to disqualify, for
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obvious reasons, the previously recognized "whisper" as a 
32vocality.
Rush's second, and likely most important, original
contribution "was his concept of a 'radical' and 'vanishing'
33movement in the production of phonetic units." The 
beginning of each sound was termed "radical" and all 
movement completing that particular unit was termed 
"vanishing."
His third original contribution was in using the
functions of "radical" and "vanishing" to explain phonetic
elements. Thirty-five phonetic elements were divided into
three groups: "tonics" (vowels), "subtonics" (voiced
consonants), and "atonies" (unvoiced consonants). Rush
determined that radical and vanishing movements were
complete in the tonics. Subtonics usually depend upon an
adjacent tonic to complete their radical and vanishing
movements. Atonies, being voiceless, do not employ the
34radical and vanishing movement at all.
The radical and vanishing movement in syllabication
constituted Rush's fourth original contribution. He showed
how juxtaposition of tonic, subtonic, and atonic sounds
35determine syllabic units.
"The fifth point of originality in Rush's vocal
theory was his detailed description of the specific
3 6intervals of inflection. He determined that emotional and 
intellectual impressions were created by particular 
intervals of changes in pitch in the spoken word.
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These were the most significant contributions 
original with Dr. James Rush and later utilized by 
Vandenhoff.
Vandenhoff1s Pedagogy
It is recorded that "in preparation of his treatise,
Rush was apparently keenly aware of the work of earlier 
37writers." While Vandenhoff acknowledged the influence of
Rush's scientific analysis on his own work, he too echoed
concepts from the writings of Joshua Steele, Thomas Sheridan,
John Walker, and Ebenezer Porter. It is a moot point
whether Vandenhoff utilized their works as primary sources
or borrowed them through Rush. In addition to crediting
Rush's influence, Vandenhoff also cited Gilbert Austin's
Chironomia (1806) as an available source to be used in
analyzing gesture.
However, Vandenhoff called unfavorable attention to
Richard Whately's Elements of Rhetoric (1825) by noting that
author's negative viewpoint concerning instruction in 
3 8delivery. Vandenhoff was one of those who protested
Whately's criticism of elocution and provided strong 
refutation for the passages he quoted from Whately's book.
The Rev. Richard Whately, Archbishop of Dublin, was 
the recognized spokesman for those rhetoricians who were of 
the staunch opinion that delivery (elocution) could not be 
taught. Whately, an opponent of mechanical methods of 
teaching oral delivery, voiced his criticism in his
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Rhetoric. Devoting the fourth part of that work to the
subject of elocution, he advocated that a speaker or reader
39"leave nature to do her own work."
Impress but the mind fully with the sentiments, &c. 
to be uttered; withdraw the attention from the 
sound, and fix it on the sense; and nature, or 
habit, will spontaneously suggest the proper 
delivery.40
The practical rule then to be adopted is, not 
only to pay no studied attention to the voice, but 
studiously to 'withdraw' the thoughts from it, and 
to dwell as intently as possible on the Sense; 
trusting to nature to suggest spontaneously the 
proper emphasis and tones.4!
On the other hand, Vandenhoff believed it necessary 
for a reader or speaker to understand the capabilities and 
limitations of the vocal apparatus. He recommended 
familarity with the mechanism of the vocal instrument and 
practice to reach a level of proficiency.
Vandenhoff proclaimed that "nature and art must go 
42hand in hand." He defined elocution as "the art of
speaking" and declared that as an art it
is to be attained by rule, by training and 
discipline, by constant and well regulated exercise, 
by using the mental facilities to a quick power of 
analysis of thought, and the cultivation of the ear 
and vocal organs for a ready appreciation and 
execution of tone.43
In support of his conviction, Vandenhoff offered the
following analogy:
It is natural to man to walk erect; but the 
infant is assisted in its earliest efforts; and 
though every person can walk, it is not every 
person, by any means, who carries himself firmly, 
easily, and gracefully. . . . Hence it is not 
thought preposterous, or unworthy of a gentleman, to 
'learn to walk,' or at least to improve his personal 
carriage, under the direction of a drill-sergeant
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and a fencing-master; and to acquire by art and 
experience the bearing and manly step which 
distinguish the gentleman from the uncultured hind.
Thus, it is clear, that it is not always enough to 
leave nature to herself.44
In the fifth division of his textbook, Vandenhoff
strengthened his premise that "the more strictly a good
system of Elocution be followed and carried out in speaking,
the more natural, easy, and unconstrained will be the 
45delivery." Final assessment of his argument with Whately
was as follows:
Dr. Whately justly insists on the advantage of a 
'Natural style of Elocution, so do I; and not only 
on a natural style of Elocution, but also on a 
natural style of Rhetoric. The difference between 
us is, that I maintain that the perfection of that 
natural style, in both cases, is to be attained by 
art and rule; while the Doctor admits this is the 
case of Rhetoric, but denies it in the case of 
Elocution.46
After 1861, there were no changes in Vandenhoff's 
The Art or Elocution, except for the title pages. The last 
available edition of his textbook, 1867, is used here in 
determining Vandenhoff's tenets of elocutionary instruction.
The Art of Elocution
(1867)
Vandenhoff devoted an introduction of seventeen
pages to justification of studying elocution as an art. He
declared that.no one is born with the grace and power of
delivery; therefore, it must be acquired through study and 
4 7exercise. He continued to attack the objections of 
Richard Whately, who vowed that delivery could not be taught 
by rules.
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In five parts, he offered a method of instruction
for effective delivery. Adhering to his original purpose of
presenting a course of instruction in a simple and
intelligent manner, Vandenhoff noted that
Speech is 'articulate vocal sound.' That sound is 
represented to the 'eye' by 'signs:' these signs are 
'letters,' — combined into 'syllables,' which 
syllables are combined into words'— the perfect 
signs of things; and the vocal utterance of these 
signs is 'speech.' 48
Progressing through the five parts of his textbook,
Vandenhoff first introduced the elements of oral expression
in their simplest terms and later returned to them for a
more complex instructional analysis. Headings of the five
parts were:
PART I .: ELEMENTS.
Articulation.— Pronunciation.
PART II.: 1. PAUSE.
2. INFLECTION.
3. EMPHASIS.
PART III.: INFLECTION— Continued.
PART IV.: 1. COMPOUND INFLECTIONS.
2. PAUSE OF FORCE, OR EXPRESSION.
3. CUMULATIVE EMPHASIS.
PART V.: ELOCUTION AND RHETORIC.
In Part One of The Art of Elocution Vandenhoff
asserted that one should possess distinct utterance in order
to be understood; therefore, the first requisite in reading
49and speaking is clear articulation. Furthermore,
effective articulation depends on the clear enunciation of
particular "elementary sounds," combinations of which form 
50words. He summed up the value of articulation to oral
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delivery by analogy: "slovenly articulation is mis-spelling
to the ear; and is as great a blemish to speech as false
spelling is to a written letter."'’'*'
In discussing articulation and pronunciation,
Vandenhoff adopted Rush's classification of sounds as
tonics, subtonics, and atonies. Radical and vanishing
movement, another of Rush's concepts, was of particular use
in Vandenhoff's discussion of the dipthongal, or mixed
tonics in this section on articulation. Vandenhoff further
used that same concept in the presentation of other topics.
According to Vandenhoff, pronunciation consists of
articulation and accentuation. It was not his purpose to
discuss pronunciation extensively, other than to direct
attention to particular faults. For example, he found that
the initial aspirant was so misused that he singled it out
for discussion. British speakers he observed to be
particularly deficient in use of the aspirant, omitted in
52house, horse, and here. He provided an ample supply of 
exercises, tables, and examples in his analysis and 
instruction of articulation and pronunciation. Rush's 
influence is particularly observable in this division of 
Vandenhoff's textbook.
In Part Two, Vandenhoff designated reading and 
speaking "easily and naturally" as the first objective of 
elocution. Since grammatical pauses visually address the 
reader's eyes, Vandenhoff found them insufficient for 
communicating to the listener's ears. He acknowledged the
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speaker's need for "more frequent stopping-places, at more
equal intervals, and of better regulated proportionate 
53duration" than grammatical pauses alone could provide.
Rhetorical pauses, "independent of, though consistent with,
54and assistant to, the grammatical pauses," were offered as 
his solution.
Although the term "rhetorical pause" was first used
by Ebenezer Porter in his Analysis of Principles of
Rhetorical Delivery as Applied in Reading and Singing 
55(1826), it was Joshua Steele's music-oriented concept of
rhetorical pauses found in his Prosodia Rationalis (1775)
that most influenced Vandenhoff's treatment of the
rhetorical pause, leading him to write:
[The rhetorical pause] not only marks the proper 
division of thoughts, and the condition and relation 
of one part of the sense to another, but its 
practice is indispensable to the perfect effect of 
the orator; without it, he must totter and stumble 
through every long and intricate sentence with pain 
to himself and his auditory [listeners]: with its 
aid, his movements become regular, certain, and 
easy.56
Although Vandenhoff alluded to Steele's musical 
terms for denoting pauses, he preferred simpler expressions. 
Whereas Steele spoke of the rest, quaver-rest, 
crotchet-rest, and bar-rest, Vandenhoff referred to the full 
pause, short pause, middle pause, and long pause.
Considering the short pause to be the most important, he
57 58cited nine rules for its use. Like John Walker,
Vandenhoff equated the short rhetorical pause with the
grammatical comma. He gave the middle pause twice the
duration of a short pause, explaining that
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judicious use of the short pause and the middle 
pause, serves to class and divide members of 
sentences in logical and clear divisions, according 
as they are more or less immediately connected with 
each other in thought and construction.59
The full pause was needed not only to denote the close of a
sentence but also to indicate the close of a proposition,
6 0which may comprise several sentences. The long pause was 
used to close a topic or an important division of that
4- ■ 61topic.
Vandenhoff recommended that students give their full
attention to the practice of the rhetorical pause. He
belie' ed that practical knowledge of the rhetorical pause
would insure successful oral discourse.
Vandenhoff's discussion of inflection began by
noting simple ascent or rise and simple descent or fall of
the voice. "Simple" denoted a limited range of from one to
three musical tones either upward or downward. "Rising" and
"falling" identified the direction of these vocal slides.
An acute accent ( j? ) represented ascent of the voice and the
grave accent ( ^  ) indicated descent.
Further along in the book, Vandenhoff introduced
compound inflections, which "are distinguished from the
simple rise and fall by a greater range of ascent and
descent comprehending tones, double tones, and half tones,
carrying the voice over an interval of five tones, and
6 2sometimes even an octave." Curved lines marked compound 
inflections.
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'Dost thou come here to whine?' (compound rising 
inflection)
**s\ 64'You must take me for a fool?' (compound falling 
inflection)
Vandenhoff's analysis of inflection, tone in 
particular, was reflective of Rush's system. Vandenhoff 
explained:
In ordinary speech, where no particular force is 
given--in a perfectly indifferent question, for 
example,— the rise would not be more than of one 
tone. Such a question, for example, as —
'Will my brother come?'
asked quite indifferently, would receive an ascent 
of one tone: asked with interest, would receive an 
ascent of three tones; asked eagerly, would rise 
five tones; and asked with a passionate expression 
or of wonder, would rise even an octave; but, in 
reading or speaking with any degree of force, the 
simple rising inflection is usually over an interval 
of three tones (a third [Rush's terminology]); and 
the descent of the falling inflection is over the 
same interval. And the change of pitch is discrete; 
that is, the voice leaps directly and abruptly from 
tone to tone; whereas, in the greater ascent of a 
fifth [Rush], and an octave, it is concrete; that 
is, it slides over the interval, slurring the 
intermediate tones.65
Vandenhoff negated the popular directive of always 
dropping one's voice at the end of a sentence. He noted 
that
the last words of a sentence are as important as the 
first,--indeed, they're generally more so: 
therefore let them have always full enunciation and 
weight in delivery; or your meaning will be 
imperfect and uncertain.66
As a general rule, rising inflection denotes an incomplete
thought while falling inflection is suggestive of a
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completed thought. However, "the inflection required is
6 7regulated by the condition of the sense." He further
asserted that inflection of the voice is the great indicator
of meaning.
Vandenhoff observed that emphasis, another
complement to meaningful oral expression, "is not merely
6 8stress or weight of the voice alone." To be complete,
emphasis requires both stress (stroke of sound) and
inflection. In turn, "inflection is governed by the
69character of the emphasis." Vandenhoff posited the
existence of two principal kinds of emphasis, that of sense
and that of force. To suggest the desired oral treatment of
either one, Vandenhoff combined the use of grave and acute
accents, indicative of inflectional direction, and
underlining for locating the point of stress.
Emphasis of sense is that emphasis which marks and 
indicates the meaning or sense of the sentence; and 
which being transferred from word to word has power 
to change and vary the particular meaning of such 
sentence.
/  /Did you walk home to-day? or, Did you walk home
/ /to-day? or, Did you walk home to-day? or, Did you
70walk home to-day?
Emphasis of force, or it might be called emphasis of 
feeling, is that emphasis or stress which a speaker 
uses arbitrarily to add force to some particular 
idea or expression; not because the sense of meaning 
intended to be conveyed requires it,--but because 
the force of his own feeling or will dictates it.71
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To denote the emphatic (vocally stressed) word, or 
words, a line is drawn underneath, thus:
V  S  72He spoke for religion, not against it.
The rising and falling inflectional markings above the 
emphatic words are illustrative of antithetical meanings.
In order words, as the result of vocal stress, the emphasis 
of feeling is also communicated.
In Parts Three and Four of his textbook, Vandenhoff 
returned to the elements of inflection, pause, and emphasis 
for a more detailed discussion of their usefulness in oral 
delivery. He suggested markings for indicating inflection, 
pause, and emphasis as aids to analysis in preparation for 
oral delivery. The following are examples of his markings 
for indicating simple apposition and antithesis:
The same respective inflections are given to words 
(or clauses) in apposition with each other.
/  /Examples: Cleopatra, queen of Egypt, . . .
(respective rising inflection for 
apposition)
I reside in Lonclon--a magnificent ci^y. 
(respective falling inflection for 
apposition)
Opposite inflections are given to words (or clauses)
of antithesis.
Examples: He spoke^for, not against peace.
/  \To be, or not to be.
Underlining indicates point for emphasis. Example
of emphasis of force in antithesis:
. /  A  ,3Fire and water
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Vandenhoff cautioned students to avoid use of
continual emphasis, for repetition defeats its purpose and
the effect is unpleasant to the ear. He concluded his
presentation of emphasis by reminding his readers that
Relief of loud and soft, strong and gentle, is as 
necessary to elocution as are light and shade to a 
picture: and he who is continually hammering the ear 
with reiterated strokes of emphasis, instead of 
being really a powerful speaker, will weary and 
disgust the good taste of his auditors.74
The instructions given in the first four parts of 
Vandenhoff's textbbok were directed toward reading and 
speaking with meaning, force, and ease. Part five focused 
on what Vandenhoff considered to be the triumph of 
elocution: "truthful utterance of intense and passionate 
feeling." This was "to be attained by power of Intonation, 
Expression, [and] Energy; the Crowning Graces of 
Elocution."^
At the time of Vandenhoff's writing, the term 
intonation referred to the production of vocal sound. 
Intonation, for him, represented true and perfect speech 
tones, providing the voice with volume and power. Comparing 
the human voice to a musical instrument, an organ, he 
offered the following advice for effective intonation:
To produce its tones, its bellows— the 
lungs— must be kept duly inflated, or supplied with 
breath; the pipe— the throat— must have full play; 
the orifice of the mouth must be well opened, and 
the sound must be poured through it in a copious, 
swelling stream, interrupted, momentarily by pauses 
or rests, on which it gathers fresh impetus for its 
onward course.76
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As Vandenhoff determined intonation to be closely
related to the reading of verse, he interrupted his lesson
on the "graces" to discuss his thoughts on poetical
elocution. Poetry he thought to be more exaltingly composed
than prose; therefore it should be read or recited in an
exalted manner to complement the subject matter. He advised
that "the voice must flow more softly; must undulate
greatly, and not jump or jerk on the inflections; so that
77the verse may run smoothly and without jar upon the ear.
Particular attention must be given to intonation in poetical
delivery; "so that the music of the voice being fully
brought out, it may aid and give echo to the music or the 
7 8language." He termed such a practice the "imaginative"
style of elocution and recommended it be adopted in delivery
of all imaginative composition, whether in prose or verse.
79To Rush "orotund" vocal quality was one of the
main characteristics of the lofty imaginative style.
Vandenhoff agreed, considering the orotund quality
particularly to be appropriate for Scriptural reading and 
80prayer.
Discussion of poetical delivery inevitably includes
the matter of rhythm. Vandenhoff recognized that "verse is
the music of language" and that "rhythm is its essential
quality; the regularity and perfection of which
81distinguishes it from prose." However, he observed that 
there is also rhythm in prose, though it be "irregular and 
fickle." Vandenhoff determined that
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verse is addressed to the ear . . . therefore, it is 
requisite, in reading of verse, to mark the 
rhythmical accentuation of the line, as it is, in 
playing or singing, to observe due time. . . .  we 
must regulate the pulsation and movement of sound by 
the voice, to the regulated metrical accentuation 
(or rhythm) or the verse.82
Deeming it necessary to distinguish between
classical verse and English verse, he noted that "Latin and
Greek verse is measured . . .  by certain adjustments of
8 3syllables, long and short, called feet." Unlike Latin and
Greek verse, "English verse consists of arrangements, at
regular intervals, of accented and unaccented,— or more
84properly speaking, heavy and light syllables." Vandenhoff 
preferred using the latter terms. Syllables in the English 
language
cannot be classed as long or short, for the same 
syllables may vary in quantity, as they occur in 
differences in verse, according to the amount of 
feeling or force that may be given to them. English 
verse . . . depends for its musical effect upon time 
and accentuation; or, pulsation and remission of 
sound, on the heavy and light syllables, 
respectively.85
He declared that the music of English verse cannot be
"ascertained by counting on the fingers, or scanning (as it
8 6is called); but by the ear." English verse is to be
scored as music, always beginning each bar with a heavy
(accented) syllable or by a rest substituting for it. That
practice is reflective of Jushua Steele's recommendation
that "if a syllable is too short, we may supply its
deficiency by a pause, by which iambic or trochee may answer
8 7to fill a cadence as well as a spondee." According to 
Vandenhoff, "English verse may be divided into common time
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88[2/4] and triple time ]3/8]," as in the following two 
examples:
t* la | present j deity | they j shout a j round */ j
|JtThe J princes ap j plaud with a j furious J joy*/|
In these examples of scored metrical movement the [* and *f
markings are representative of a pause substituted for an
initial heavy syllable or a final unaccented syllable.
Returning to the "graces," Vandenhoff noted that a
"weak" voice was due to its possessor's being "ignorant of,
or unpracticed in, the mechanical means of eliciting,
89improving, and displaying its strength." Although the
means are mechanical, Vandenhoff cautioned that while "the
machinery must be worked, the springs and wheels must be
kept out of sight." In other words, one should avoid
display of the mechanical methods like "distorted visage and
90heaving of the chest" as is sometimes observed m  
singers.
Vandenhoff viewed expression as a complementary
refinement of intonation. He identified expression as
"modulating or regulating the organ of the voice to tones of
gentleness of force, according to the nature and degree of
91feeling, or passion expressed m  words." Expression, 
while using intonation, adapts it to the feeling of the 
moment.
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He concluded that expression relies mainly upon
vocal pitch and that "the expression of each different
92feeling has its appropriate pitch." Acknowledging that
ordinary pitch of differing human voices varies according to
the quality or character of the individual voice (soprano,
tenor, or bass), Vandenhoff divided the speaking voices into
high, middle, and low pitch ranges. Each range possessed
its own sphere of expression:
THE MIDDLE is the proper pitch for narration, 
description (when not particularly animated), 
statement, and 'moral reflection,' or 'calm 
reasoning.'93
HIGH PITCH is the representative of elevated 
feeling, and impetuous, impulsive passion: joy, 
exaltation, rage, invective, threat, eagerness, all 
speak naturally in high pitch: it is also proper to 
stirring description, or animated narration.9^
LOW PITCH is the natural expression of 'deepseated' 
feeling and 'concentrated passion,' nursed darkly in 
the inmost recesses of the heart: it is the tone of 
'grief— suppressed rage,— brooding thought,—  
very solemn reflection,— melancholy,— hate,—  
remorse;' and, also, in its softest and deepest 
expression, of 'love' and 'veneration.'95
Vandenhoff's third vocal "grace" was energy, closely
allied to expression. "It is the life, the soul, the
96animating spirit." Energy stimulates the listener's 
interest.
Energy quickens and infuses life into the style: 
it warms, it revivifies with its touch. It adds a 
brisker movement to the voice: it flushes the 
cheek, it lights the eye, it animates the frame; 
and, passing like an electric spark from speaker to 
audience, it enkindles in them a sympathetic spirit, 
it arouses their enthusiasm, it takes possession of 
their hearts, and places their feelings, their 
reason, and their will, in the hands of him whose 
power has agitated the recesses of their s o u l s . 97
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The final factor contributing to expression,
according to Vandenhoff, was time, the rapidity or slowness
of one's delivery, which must correspond with the character
of the feeling or passion expressed. It was appropriate
that Vandenhoff, having compared the human voice to a
musical instrument, an organ, should utilize musical symbols
9 8for denoting variations in vocal force.
Vandenhoff concluded that the "graces," intonation,
emphasis, and energy, discriminately united, would achieve
the "climax of the power of Elocution, the 'acme' of its 
99art,— Passion."
Vandenhoff agreed in part with Whately by declaring 
that "I know of no means of teaching Gesture by written 
instruction."'*'^ However, in keeping with the practice of 
other nineteenth century elocutionary textbooks, each 
edition of Vandenhoff's The Art of Elocution included brief 
instructions for gesturing. A title page, "Sketch of a 
System of Gesture," separated that information from the other 
five parts of Vandenhoff's textbook.
In recognizing gesture as an ally of speech, 
Vandenhoff merely offered three points of advice to his 
students. "The first point to be aimed at, as the 
foundation of a good style of gesture, is a natural and easy 
carriage of the body."^^^ He prescribed walking and 
speaking aloud at the same time as exercise for
102strengthening the lungs while improving posture. Next he
recommended that the student "acquire an easy and free use
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of the arms; and a pliancy of wrist. For this the
student was advised to consult a fencing-master. Third, he
advocated that the student "always bear in mind that the
object of gesture is to assist or enforce the words which it 
104accompanies." In other words, a gesture is to be "an
105animated comment on the text." Cautioning against
overuse of gesture, Vandenhoff warned, "it is far better to
err on the side of self-restraint than to sin on that of
excess."'''^ He believed that "three practical lessons with
a good and experienced professor will do more towards giving
the pupil 'ease,1 'grace,' and 'fores' of action, than all
107the books and plates in the world."
Vandenhoff did acknowledge the usefulness of Gilbert
Austin's Chironomia (1806) as a reference source for
teachers and those already having practical experience with
gestures. For students in the latter category, Vandenhoff
included a simplification of one of Austin's tables in which
positions and motions of the arm and hand were assigned
letters to "enable the student or speaker to mark, in a
108written speech, any gesture he may think appropriate."
Vandenhoff's views of oral delivery as expressed in 
his The Art of Elocution can be summed up in the following:
The human voice is to be considered as a musical 
instrument--an organ; constructed by the hand of the 
Great Master of all Harmony. It has its bellows, 
its pipes, its mouthpiece; and when we know the 
'stops' 'it will discourse most eloquent music.' It 
has its 'gamut,1 or scale of ascent and descent; it 
has its keys, or pitch,— its tones,— its semitones, 
its bass, its tenor, its alt,— its melody, its 
cadence. It can speak as gently as the lute, 'like 
the sweet south upon a bed of violets,' or as
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shrilly as the trumpet; it can tune the 'silver 
sweet' note of love, and 'the iron throat of war;' 
in fine, it may be modulated by art to any sound of 
softness or of strength, of gentleness or harshness, 
of harmony, or discord. And the art that wins this 
music from the strings is ELOCUTION. The niceties 
and refinements of this art are to be acquired, step 
by step, by well-directed practice.109
Vandenhoff attempted to reveal to his students how
knowledge and application of a system of rules and
principles relative to delivery (elocution) is an essential
element of rhetoric.
The really good Elocutionist (whose habit shall have 
become a second nature) will effect by clear 
articulation and by just application of pause, 
inflection, and emphasis; and will have no more 
occasion to give mind, at the time [of performance], 
to the rules or principles on which he is doing it,
than a practiced writer need think of the rules of110grammar.
The Art of Reading Aloud
(1878)
Vandenhoff denounced that well-known apothegm by
Shakespeare's Dogberry in Much Ado About Nothing;
To be a well-favor'd man is the gift of fortune, but 
to write and read comes by nature. (III,iii)
Vandenhoff declared "those who hold the Dogberrian creed . . .
deny that reading aloud is an art . . . [and] regard it as
111the mere exercise of a natural organ." Technically, the
latter is true; however, reading well, like singing,
involves a great deal more.
To read intelligently and effectively at sight, 
on the sudden, without preparation, the faculty of 
quick analysis is necessary. . . .  To analyse
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quickly you must keep your eye always a little in
advance of your tongue and become master of
'phrasing'. 112
In his last textbook, The Art of Reading Aloud,
Vandenhoff, a highly successful reader, proffered
suggestions for sight-reading. Phrasing, closely related to
"time" or "quantity" in speech, "is necessary for the
113aspirant to elocutionary excellence." Sound advice on
phrasing is featured in The Art of Reading Aloud.
Utilizing his aptitude for analogy, Vandenhoff
stated that "a phrase . . .  is one of the 'joints' of a
sentence. "
Supposing the sentence to be a 'limb,' and the whole 
essay, speech, sermon, or discourse, to be the 
entire 'body,' then the phrases are the joints of 
the words.
Phrases are to be uttered in one impulse of breath, 
just as if the whole phrase were one word only, with 
several accents.115
Noting that "phrasing is not a matter of chance" and
that "every complete phrase requires a rest of some kind,"
Vandenhoff concluded: "if you do not pause at the right
place, nature will compel you to rest at the wrong one."'*''*'̂
Returning to the content of his earlier textbooks,
Vandenhoff suggested the use of markings for rhetorical
pauses as follows:
(1) The Rest ; for a pause equal in duration to 
a crochet-rest in a bar of common time music.
(2) Half-rest ^ ; equal in time to only half the 
'rest'.
(3) Quarter-rest ; only one half the time in 
duration of the 'half-rest',117
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Following his treatise on phrasing, Vandenhoff
expanded and refined the previous discussion of cadence
(range and descent of the voice marking the close of the 
118sense), emphasis (the occasional marked and expressive
distinction of a syllable . . .  by one or more of the
119special modes of accent, quantity, pitch, and force),
120quality (a specific character of voice), and rhythm
121(regular and ordered movement of verse).
The prevailing thought throughout all of
Vandenhoff's textbooks was that
Nature's laws reduced to system, and put into 
practice, lie at the base of all really fine 
eloctuion.
Mouthing is not elocution; nor is elocution to 
be acquired by imitation of any one person's 
style .122
Markings for Emotional Expression
As indication of contextual meaning, Vandenhoff
suggested markings for pausing, inflection, and emphasis.
However, he observed that words similar to "weeping,"
"rejoicing," and "slaying" are voiced in a manner resulting
"from very different and opposite affection or passion of 
123the mind." Oral expression of such states of being
requires "a correspondent transition in the pitch, and
124variation in force and time of delivery."
Table 6 lists terms denoting "the character of the
125expression proper to any passage." Table 7 provides
signs and terms to be used for indicating the varieties and 



















Expressive of deep 
feeling
For tenderness, pity, 
gentle sentiments 
Proper to solemn feel­
ing and passages of 
grandeur
With spirit; for lively 
expression
With fire; with animated 
energy
With soul; the expression 
of intense devotion, 
deep sentiment, fervent 
love
TABLE 7
SIGNS AND TERMS FOR DENOTING 
THE VARIETIES AND CHANGES OF 
PITCH, FORCE, TIME
FOR PITCH
T H H .II. S IG N .
M id d le  I ’ i lc l i .........................................................J H  or nr,
L o w  P itc h  J3 or I),
H ig h  P itc h ...............................................................SI or a.
FOR FORCE
I t  w ill be necessary to use term s denoting the follow ing  






s o f t ly  .
pitutiaaimo pj>. w r y  so ftly , 
(brto / . l o u d ..............
m ezzo forte w i /  rot her loud, 
lbrtieoimo _//. very  loud . .
erewendo •<==; in r r e tu iu g . . 
diminuendo ^ - ‘d im in ish ing .
furztuido 
l la  cento
/ z .  b u rs tin g .. . 
'  ' b e a t in g ... .
legato /eg.jeonnected or 
(th e  reverse o f  j s m o o th ly .. 
ttacca to .)
Ilow , or for wt.al tu til- uscit.
W it h  a  soft tone, expressive or 
calmness, gentleness, mildness, &c.
incveaseti expression o f  tender- 
| ness. &  e.
the reverse o f  the above ; a loud 
pow erfu l tone.
iitrrenseil expression, 
s w e lling  the volum e o f  voice, 
reducing  the volum e, 
explosive. w ith  a la ir -t  o f  sound, 
w ith  short and distinct strokes o f 
sound ; to be used in rapid and 
energetic  delivery , 
a  smooth, even flow  o f  ton. . p io -  
pcr for the de live ry  o f  unim ­
passioned verse.
FOR TIME
T h e  fo llow ing term s denote the tim e, or degree o f  rapidity or 
slowness o f  m ovem ent, to be adopted :
a d a g io .......................... v e ry  slow— for solemn delivery.
a lleg ro  (a lio .) ........... qu ick— for brisk, liv e ly  delivery.
p re s to .............................still qu icker.
n n d a iile ........................m idd le  tim e, and distinct.
la rg o ...............................s low ly , w ith  f i t l lm 's s  o f  tunc.
m o iie ra to ......................in ord inary  or m iddle tim e.
re ta rd .............................s lackening the  lim e.
necelerando................ qu icken ing  the tim e.
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From his first textbook, A Plain System of 
Elocution, through his last, The Art of Reading Aloud, 
Vandenhoff included marked copies of William Collins' "The 
Passions— An Ode" as an example for instruction in emotional 
expression. That piece was chosen because it afforded 
"great scope for transition of 'pitch1, variation of 
'force', and change of 'time', in accordance with the varied 
action and quality of the personification of each individual 
'passion.'
Instructive commentary preceded each of the examples 
of fear, anger, despair, hope, revenge, pity, jealousy, 
melancholy, cheerfulness, joy, love, and mirth. Marginal 
notes provided further directions for the reading of 
particular verses. In editions following that of 1844, 
Vandenhoff refined his instructions by noting changes in 
pitch rather than describing tones. Also, he added symbols 
suggesting middle, low, and high pitch. A copy of "The 
Passions," with notes and marked by Vandenhoff for inclusion 
in his last textbook, is as follows:
T H E  P A S S IO N S  —A N  O D E .— C o t x t v s .
INTRODUCTION OB FBIXVnF..
’ W hen M usic, heavenly m aid, was young 
E re ye t in  early Greece she sung,
The Passions o ft, to  hear her shell,
T hrong ’d around her magic c e l l ;
/ .  *  ' f .  m g. *  b .
E x u lt in g , trem b ling , raging, fa in tin g , 
m.f. m
Possess’d beyond the M use’s pa in ting ,
B y  tu rns they  fe lt  the  g low ing m ind ,-c
D is tu rb ’d, delighted, raised, refined ; 
t 2 l  once,- ’tis  said, when a ll were f ir 'd ,
con fuoco. f. <
F i l l ’d w ith  fu ry , rap t, in sp ir ’d,
D irtr iion *.
B c fr ia  calm ly, 
smoothly, so(l in  
moderate tim e, 
sod m iddle p itch .
The tone and 
tim e  most here 
change, and be 





From  the supporting m yrtles  round,
They seized her instrum ents o f sounc^
(A n d , as they o f t  had heard apart,ink*.
Sweet lessons o f he r fo rce fu l a rt,
w ild ly  f r .K
Each— fo r madness ru l 'd  the h o u r—
f f i  mod.
W ould  prove his own expressive power.
1. F e ar.
Fear deprives the voice of its power; the 
tone becomes thin and feeble, and the utterance 
(when the passion is highly wrought) tremu­
lous, indistinct, "anu broken, with the head- 
voice.
f *» + -siowlr. *nd I F irs t Fear,  ̂his hand, its  s k ill to  t r y ,  
with heaitatioo. '
1 A m id  the chords -j bew ilder’d la id  ;
prttio. ft. p. ritard.
A n d  back reco il’d ,—he knew no t w h y ,—
Uynto p.
E ’en a t the sound h im self had made I
T h l*  m a*t be 
rapid , to  exprew 
tbcewM etm eu of 
the action.
Ia  ordioarv 
tim e.
2. Anger.
Anger is high in pitch, loud, and quick in 
tLe time of its utterance ; and the words do not 
flow, but burst out in sudden starts, indicative 
of the rashness of passion.
This is distinct from the expression of dig­
nified anger, just severity, and reproof, which 
is solemn and measured in its delivery, and low 
in pitch.
21 alio, ecm fuoco. /. <
N e x t Anger rush ’d, 1 his eyes on fire, 3 
In  ligh tn ings  own’d his secret stings ;
ff. fx. tiaccato. ? f
f n  one rude clash he struck the lyre ,
ft, prrsto.
A n d  swept w ith  h u rr ie d  hand the strings.
Lo o d lr ta d  
hurried ly, w ith  
impetuous bursts 
at sound.
8. D espair .
Despair vents itself in a low, moaning tone 
(orotund) ; till it reaches it's wildest paroxysm, 
when it is cracked and shrieking, with strong 
radical stress. Both shades of expression are 
beautifully and distinctly individualised by the 
poet in the descriptive verses.
In  a • lo w . su llen  
to n e  ; ‘ m o n o to ­
nous, w ith  duvp  pitch.
l'oo ira» t.
W ith  woeful measures *i wan Despair— 
Low  sullen sounds, his g rie f beguil'd  ;
A  solemn, strange, and m ingled air,
r p. U  pr'itc. /. a
i  T w as  sad by  fits , by starts ’twas w ild  ’
4. H ope.
The expression of Hope is in direct contrast 
with that of Despair; lively, animated, joyous; 
in middle pitch of voice,'sweet and flowing; 
and in mezzo tempo and equable-concrete.
*3 n llo .e o n tp ir i 'o .
B u t thou, 0  Hope, w ith  eyes so fa ir,
W ha t was th y  de lighted measure 1
S t il l i t  whisper’d prom is ’d pleasure,
A n d  bade the love ly scenes a t distance 
h a i l !
Uvato.
S til l would her touch the s tra in  pro long,
<  <  <  
A n d  from  the rocks, the  woods, the vale,
She called on Echo s t i l l  th rough  a ll  th e  
so n g ;
A n d  wEere her sweetest theme she chose
do iit.
A  soft responsive voice  ̂ wag heard at 
every close;
fon animn. —
A n d  H ope, enchanted, sm iPt^ and 
w av’d her golden ha ir
X t r k  the t r a u i-  
lio n  from  the 
preceding pc*- 
u lo o  by change of 
lone end t im e ; 
and, as tbe 
feeling grows, 
le t the roice 
swell and in* 
crease in  rolnme.
5. Keyence.— 6. P itt .
The features of Revenge are of the same 
family as Anger; but bolder, stronger, and 
more highly coloured. The quality of voice 
must be harsher, and more concentrated than 
mere Anger. Revenge, when most intense, 
speaks between the set teeth; and utters its 
denunciations in a hoarse, guttural voice, and 
with fitful bursts of passion.
P itt, on the contrary, speaks in a low, soft, 
and gentle tone o f v o ice ; but full and flowing, 
as from the exuberance of a warm heart.
The trans ition  
faom the calm 
joyouioM s of 
/ /c ; .- to  the tierce
prrjto.
A n d  longer had (he »ung—bu t w ith  a 
frow n ,» A
Revenge 3  im p a tie n t rose ;
frtt'o. f. <le  th re w  h is blood-stained sword in  
ff-
thunder down,
excitem ent of 
H 'T ’n ty r, m a t t  be 
m n r k c l  by tn e  
H»a'.;n iptii'ii o f  u 
t ir.-p^r ami a 
Im i'/ ' .r  t*inc. and 
.in n n t*J ii'- tu  
lu tc ra tic i:.
/■ >
A n d , -with a w ith e ring  look,■c /*.
The war-denouncing trum p e t took ;
51 «c /. f  <  —
A nd  blew a b last 50 loud and dread,
9  /■ U n fit . ma-.'M'O. s c / l 'H * ' " .
Were ne’er p rophetic  sounds so fu l l  o f woe,
25 i'r'tiu. itnccatof.
A nd  ever and anon he beat
f t
The doubling d rum  w ith  fu rious heat ;
M ar’* :!ir e'.ianjr 
to  the -I'u'f and 
md'r UfUe of 
P ity .
£ i r i '- ' r d .  tarrfo nta- Ho*--.
A n d  though sometimes, - each dreary 
pause between, ^
Rejected P ity ,  a t his side,
n f <>. I  y a to . >io{.
H e r soul-subduing voice applied,
Return to the 
ra p id  movement 
and j i r r r t  u tte r, 
ance o f Revenge.
Q p r t t t o . / .
Y e t s t ill he kep t h is w ild  unalterM  m ien,
ttaeeaio. ff. f |  f  f
W h ile  each strained ba ll o f s igh t "j seem’d 
}'■
bu rs ting  from  his head !
7. J e a l o u s y .
Jealousy has a changeful tone, varying as it 
yields to love or hate ; sometimes indulging in 
the tenderness of affection, at others venting 
itself in all the harshness and bitterness of 
revenge. The poet has well distinguished these 
two different phases of the passion :
m  largo p. • pr 'sto. n». / .
T h y  numbers, ^  Jealousy, to  nought
were f ix ’d, *]33 matvow.
Sad proof o f th y  d istressfu l state *;
pr+ *to  m . f .
O f d iffe ring  themes, the veering song 
was m ix ’d, *j
i H  p. ritard. (tffo. d o ltr . t. X
A n d  now i t  courted Love, -t nowo  _ /•
rav ing -j called on H a te  !
Begin in a low 
tone and s lo w ly ; 
cb&n trio? accord­
in g  to th e  a lte r­
ation described, 
from  equable- 
ooncrete to  un- 
eqoablcHliacrete.
. 8 . M e l a n c h o l y .
The voice of Melancholy is low in foue, soft, 
mellow, and 6low in utterance, running 011
equable-concrete in the plaintive minor key: 
the thirds are on semi-tones.
'  33 tnm o  p . ,
W ith  eyes up-ra is ’d , as one insp ir a,
Pale M elancholy * sat re t ir ’d ~
M «rk the (rentle- 
m'M of the i<ft— 
»i<m by a smooth, 
flow ing deltTcry, 
lone qua n tity , 
a rd  ra th er Jrtp
tUH*.
A  lighter tone 
and movement, 
w ith light radical 
stress.
Char.cc b.T'k fo .1
'1 • a c "vm g 
utterance.
A n d  from  her w ild , sequester’d seat,
In  notes b y  distance made more sweet, 
PoS -’d th rough the m ellow  ho rn  ^  her 
pensive soul :
21 alio, dolet m. /.
A n d  dashing soft from  rocks around, 
B u b b lin g  runne ls jo in ’d the sound ;
B  maettoto. ^
Through glades and glooms the m ingled 
measure stole,
O r o’er some haunted stream w ith  fond 
delay ~
R ound = a ho ly  calm d iffusing,
Love of peace and lo w ly  musing,
p- <  _  VP- ’  >
_ In  ho llow  m urm urs d ied  away.
9. Cheerfulness.
Cheerfulness— ■which is the direct contrast 
of the last passion—speaks in a high pitch, 
briskly and ‘ trippingly on the tongue.’ The 
expression is of the same order (but less active 
or passionate) as :
1 0 . J o t ;
whose tone is richer and fuller, and utterance 
still more lively and animated. Under the in­
fluence of joy, the words bound and gush from 
the lips, and the delivery becomes excited and 
enthusiastic.
The distinction between these two affections 
of mind, is, that Cheerfulness is a state or en­
during condition of the mind, and therefore has 
a certain repose of expression; while Joy is an 
active emotion or passion, temporarily exciting 
and agitating the mind, and accordingly its ex­
pression is of a higher character, and must be 
more powerfully delineated.
Joy usually subsides into the happy tran­
quillity of cheerfulness; unless it  be dashed by 
grief, in which case it sometimes changes 
into despair. Cheerfulness speaks in equable - 
concrete; Joy, with radical stress, not too 
strong.
In  the present instance the passion receives 
additional force and impulse from its union 
with
11. L o v e , — a n d  12. M i r t h ;
the expression proper to which,— forming, as 
does the combination of Love, Joy, and Mirth, 
the most exquisite of all earthly felicity,— that 
is, the perfect enjoyment of happy love,—must 
be of the most animated, spiritual, and en­
thusiastic k in d : it must be all soul!
9  tlllo. m .f.
B u t oh ! how a lte r 'd  was its  sp righ tlic r 
tone, ^
W hen Cheerfulness, a nym ph of hea lth­
iest hue,
Ind ica te  the 
tran s ition  from  
Melancholy to  
eheerfnlnest,bya 
h igher p itch  and 
a brtiker n tte r-
Exprew the 
bn-kneas of the 
actiuti o f Sport 
and ilte rc iae  by 
4  qm rifT  tim * 
an<i a *Uvu<j*r 
oticruucc.
H e r bow across he r shoulder flung,
H e r  buskins gemm’d w ith  vnomin-, deŵ
B lew  an in sp ir in g  a ir  th a t dale and 
th ic k e t run g  :*)
The h un te r’s call, to  Faun and D ryad 
known.
The oak-crowned sisters and th e ir  chaste­
eyed Queen,
Satyrs and sylvan boys were seen,
Peeping from  fo r th  th e ir  alleys green ; * i
B row n Exercise re jo ic ’d to  hear,
prnlo./. f t _ ....
A n d  Sport leaped up  - j  and seiz d h i* ' 
beechen spear. |
Heighten the 
expre*sion o f 
Cheerfulness to  a 
fu lle r and richer 
tone, and «v«n 
more live ly  mod 
au tbu iiae tic  de* 
ttvery, Lucreae- 
tng, ae the de­
scrip tive  t j t m b  
glow, and the 
p ic ture  i f  height* * 
ened io  colour* 
tag and effect by 
tbe Introduction  
o f Lot* and
a lio  <ph om'mn—•dolee.
Last came Jo y ’s ecstatic t r ia l , ”
H e , w ith  v in y  crown advancing,
F irs t to  the  liv e ly  pipe h is hand ad­
dress’d, T
eon tpiHto f.
B u t soon he saw the  b risk , awak’n ing  v io l,
Whose sweet entrancing voice he lov ’ d the 
best.
lerjato.
They w ould  have though t, who heard the 
stra in ,
T hey saw in  Tempe’s vale he r native 
maids,
A m id s t the festal-sounding shades,
To some unwearied m instre l dancing,*|
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M ir t h ,  i r h o «  
appearance on 
the scene must 
Ik- marxed hv 
still gi'eator ex-
presto, j. t
W h ile  as h is fly in g  fingers kiss’d  the
strings,
<!uhx.
Love fram ’d w ith  M ir th  a gay fantastic 
round  ;*)
Louse wore her tresses seen, he r rone un ­
bound,*]
a m  fu n e o .
A n d  he, am idst his fro lic  p lay, 
As i f  he w ould  the charm ing a ir  repay,
Shook thousand odours -j from  his dewy
w in g s !
Anthology
An anthology of at least one hundred and fifty
pages was included in each edition of Vandenhoff's textbook. 
Selections were added and deleted for each edition. The 
anthologies consisted of poetry, prose, oratorical extracts, 
dialogues, and dramatic scenes. Vandenhoff expanded the 
literary horizon of his readers by including examples of 
both classical and contemporary writers. On the whole, 
authors represented by Vandenhoff in his reading
performances and those comprising his anthologies were much
. . 126 the same.
Among those selections chosen for the anthology of 
the 1846 edition and also performed by Vandenhoff were two 
poems, Bryant's "Thanatopsis" and Motherwell's "A Poet's 
Parting Thoughts," and eight passages from Shakespeare's 
dramas. The 1867 edition of The Art of Elocution added 
passages from two more of Shakespeare's dramas and two from 
the plays of Bulwer-Lytton. Surprisingly, passages much
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performed by Vandenhoff from the comedies of Sheridan were
never represented in any edition. Of the two authors
performed most by Vandenhoff, Shakespeare and Dickens, only
one selection written by Dickens ever was included in an
edition of The Art of Elocution. That choice, "Mr.
Gregsbury, M. P., and the Deputation," appeared in the 1867
edition; however, it is not known ever to have been a part
of his reading programs.
In the first edition, A Plain System of Elocution
(1844), Vandenhoff included the first book publication of
Edgar Allan Poe's "The Raven." Vandenhoff's textbook
preceded Poe's volume entitled The Raven and Other Poems by 
127several months.
For some unknown reason, Vandenhoff dropped the 
selections by Dickens and Poe from later editions. One 
wonders if Vandenhoff had incurred their displeasure at 
having their work appear in the books of others wihout their 
permission even though copyright protection was unavailable 
at that time.
Vandenhoff did not include an anthology separate 
from the text in his last book, The Art of Reading Aloud. 
Likely, he thought that he had succeeded in stimulating 
interest in literature among his followers and no longer 
considered it necessary to suggest what selections they read 
as well as offering instruction in effective reading. 
Printing cost also might have been a deciding factor.
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Popular Nineteenth Century Elocutionary Textbooks 
by Vandenhoff's Contemporaries
Jonathan Barber's Grammar of Elocution (1832), C.
P. Bronson's Elocution, or Mental and Vocal Philosophy 
(1845), Merritt Caldwell's A Practical Manual of Elocution
(1845), Andrew Comstock's A System of Elocution (1841), 
henry Noble Day's The Art of Elocution (1859), and William 
Russell's The American Elocutionist (1844) contemporary with 
Vandenhoff's The Art of Elocution were popular nineteenth 
century elocutionary textbooks. With the possible exception 
of Bronson, whose manual only chronologically followed Rush, 
the works of these elocutionists reflected Rush's vocal 
analysis.
Similarity in the content of these writings becomes 
readily noticeable upon comparative examination (Table 8). 
All writers were in agreement that acquiring distinct 
articulation was of primary importance to oral expression. 
Some were more concise than others; however, each provided 
illustrations and examples sufficient for amplification of 
topics being discussed. Seven of the ten provided 
anthologies for practice.
Discussions of imitation and the reading of poetry 
were points in which differences of opinion occurred.
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GRAMMAR OF ELOCUTION 
(1832), 1834 ed.
George Vandenhoff 
A PLAIN SYSTEM OF ELOCUTION
(1844)
C. P. Bronson
ELOCUTION ;MENTAL 6.VOCAL PHIL.
(1845)
George Vandenhoff 
THE ART OF ELOCITION
(1846)
Andrev OomstocK 
A SYSTEM OF ELOCUTION 
(1841 ), 1850 ed.
Merritt Caldwell 
A PRACTICAL MANUAL OF ELOCUTION;
EMBRACING VOICE AMD GESTURE
(1845), 1854 ed.
George Vandenhoff 






THE ART OF EDOCLTION
<1859), 1867 ed.
George Vandenhoff


















































































.Numbers in each column denote the total number of pages 
devoted to discussion of each subject.
..The date of first publication for each book is enclosed in 
parenthesis followed by the date of the particular edition 
examined for inclusion in this table.
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Vandenhoff strongly disfavored the practice of imitation.
He advised his students:
never seek to catch and imitate the tones and 
pecularities of any other man. Imitation is the 
grave of genius, and the mother of affectation and 
tricks of style. The copyist in art seldom gets 
beyond the vices or mannerisms of his model.*28
Of some question was Comstock's advocacy of
imitation of the teacher. He stated that "as soon as a
section is pronounced by the teacher, the members of the
class should repeat it together, in the proper pitch and
129time, and with the requisite degree of force."
Russell, while considering pure imitation to be "a
matter of mere mechanical routine," did, however, advise
that students would benefit from imitation of the teacher as
130long as explanation of the exercise was provided." In so
doing, Russell suggested a compromise in the two views.
Vandenhoff and his contemporaries represented
varying opinions concerning the reading of poetry. He
concluded that "in reading of verse we must be careful to
131preserve RHYTHM and MELODY." However, while advocating
preservation of rhythm, Vandenhoff cautioned against 
forfeiting pronunciation to metered reading. He prescribed 
the substitution of a pause for a metrically required accent 
when otherwise correct pronunciation of an individual word 
would be endangered.
In that respect, Vandenhoff was joined by Henry 
Noble Day, who emphatically stated, "do not sacrifice to the
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meter either correct accentuation or correct expression of 
132the thought." Day further noted:
One of the most common and at the same time one 
of the most offensive faults in reading or reciting 
poetry, lies in a close servitude to the meter of 
the verse in disregard of the principles of accent, 
and of the relations of thoughts. The general rule 
to be observed in reading verse is, that the correct 
pronunciation be given by throwing the accent upon 
the proper syllable, and, also that the relations of 
the thought be expressed, whether such accentuation 
in the one case of such shading of the thought or in 
the other coincide or not with the rhythm of the 
verse.133
Both Vandenhoff and Day, then, were in agreement 
with Jonathan Barber's dictum concerning pronunciation. 
Although he did not directly offer advice for the reading of 
verse, Barber proclaimed that "any mispronunciation of the 
words, will be an offense against the conventional
4 . U  ' 4 -  H 1 3 4authority.
On the other hand, Merritt Caldwell advised that "in
the reading of Rhyme [verse] in particular, it may be
remarked, that there should be the same variety in the
Phrases of Melody and the Cadence, as in reading of blank
,.135verse, or prose.
To encourage strict observance of poetic meter, 
Andrew Comstock recommended using a metronome to mark time. 
He suggested that "in reading, as a general rule, the time 
should be marked on the metronome by whole measures— in 
other words, each measure should correspond to one tick of 
the instrument. "
Once again, William Russell supported the idea of 
compromise. After having distinguished between the thoughts
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normally expressed in prose and those reserved for poetry, 
while recognizing "the rhythmical flow of voice produced by 
versification," he offered the following advice for reading 
poetry:
The chief reguisites, then, for the appropriate 
reading of poetry, are a clear and distinct 
conception of the thoughts expressed in the passage 
which is read, a full and natural sympathy with the 
emotions which combine with these thoughts, and a 
discriminating ear for the melody and harmony of 
verse.137
Vandenhoff was skillful in using analogy for 
clarification. He wrote with an ease that likely was a 
significant factor contributing to the popularity of his 
textbooks.
In writing Vandenhoff's obituary, a journalist who
had "enjoyed the friendship and companionship of George
Vandenhoff for several years" praised his teachings.
Referring to The Art of Elocution, he concluded:
The writer [Vandenhoff] is not a mere theorist or a 
dogmatic pedant, but a practical, logical expert, 
who has demonstrated the truth and applicability of 
his system, which has nature plus brains for its 
basis.138
Vandenhoff1s Clientele and Reputation
As a proven actor and later as a popular reader, 
Vandenhoff likely received favorable response to his 
advertisements for elocutionary instruction. He made 
himself available for private tutoring of professional men 
of the clergy and the bar, conducting in-home sessions for 
groups of young ladies, and coaching college and university
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classes in the art of declamation. One institution at which
he is known to have taught was the Rev. R. T. Huddart's
Academy located on Houston Street in New York City.
Vandenhoff refused to receive pupils under fourteen years of
139age at his "rooms" [studio].
Vandenhoff's tutelage was also sought by members of
the intelligentsia, who, in subscribing to a refinement of '
lifestyle, wished to become more eloquent in their daily
discourse. According to the 1884 "Annual Report of the
Board of Direction of the New York Mercantile Library
Association,"
The Board, during the past year, have been enabled 
to interest a sufficient number of the members in 
the subject [elocution], to form a class which is 
now in operation.
The class in Reading and Oratory is under the 
instruction of Mr. George Vandenhoff, whose eminent 
qualifications are too well known to need a word of 
recommendation from u s . 14o
Vandenhoff clearly stated why he chose to address clergymen,
statesmen, and lawyers in his early advertisements for
students. He believed that learned professional people were
obligated to exemplify standards of excellence in their oral
discourse.
The Pulpit, the senate, and the bar, 'ought,' 
from the advantages of education generally possessed 
by their members, and their social position, to be 
the standard authorities to which we might appeal 
with certainty; (for our language is continually 
undergoing change, addition, and improvement); but, 
unfortunately, the gentlemen of the learned 
professions are frequently so careless in their own 
pronunciation as rather to require admonition . . . 
than to be looked to as authorities; so that they 
may, (from their own inaccuracies) be considered a 
Court of 'Errors,' but not of 'Appeal.'141
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To solicit pupils from among members of the clergy
and the bar, Vandenhoff advertised in the following manner:
MR. GEORGE VANDENHOFF— Respectfully announces to 
members of the CLERICAL and LEGAL professions, . . . 
that he receives at his ROOMS, 129 GREENWICH- 
STREET, gentlemen desirous of attaining, under his 
instructions, a finished style of ELOCUTION, and 
appropriate ACTION; advantages essential to the 
formation of a 'perfect public' ORATOR.
With Clergymen, or Gentlemen intended for the 
Clerical profession, who may do him the honor to 
attend his Rooms, Mr. Vandenhoff devotes particular 
attention to the 'reading' of the sublime language 
of the Old and New Testaments, as well as to the 
nicer graces of 'Pulpit Oratory,' as regards 
'delivery and action.'
With Gentlemen of the Bar, (having himself been 
bred to and practiced the legal profession in 
Europe,) Mr. Vandenhoff adopts a course of 'reading' 
and 'practical instruction,' which he believes 
particularly well calculated to forming an effective 
style of 'forensic' Oratory or 'parliamentary' 
DECLAMATION.142
In offering his tutelage to women, Vandenhoff 
asserted "that a just appreciation is entertained of this 
art [elocution] as an indispensible female acquirement,"143 
for
the correct and elegant enunciation of her native 
tongue, and a graceful style of reading the language 
of its prose writers and poets, cannot be too 
assiduously cultivated by a lady . . . and its 
possession is a distinctive mark of high breeding 
and good education.144
According to Vandenhoff, "numerous classes of elegant and
accomplished ladies . . . read with him, in the houses of
145families of the highest standing and respectability."
For students in the academies, colleges, and 
universities Vandenhoff offered training in preparation "for 
public exhibitions in ENGLISH, LATIN and GREEK
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146declamations." As a qualification for this undertaking,
147Vandenhoff cited his "collegiate education m  Europe."
The amount charged by Vandenhoff for his instruction
was not made public. Advertisements of other instructors of
the time indicate that it was common practice not to quote
one's fees publicly. However, one announcement noted the
availability of cards, stating terms, at Vandenhoff's
148residence, 129 Greenwich Street.
The memoirs of one student provided an account of 
her lessons with Vandenhoff. In 1874, actress Mary 
Anderson, then a young aspirant to the stage, and her mother 
called upon Charlotte Cushman at her hotel. They were 
seeking Cushman's critical evaluation of the fourteen year 
old's dramatic potentiality. Miss Anderson felt drawn to a 
career in the theatre. Objecting to the idea, the mother 
had accompanied her daughter in hope of her being 
discouraged by the eminent actress.
Anderson recorded that after having listened to her
recite, Cushman spoke with Mrs. Anderson and turned to Mary
with these words:
My advice to you is not to begin at the bottom of the 
ladder; for I believe the drudgery of small parts, 
in a stock company, without encouragement, often 
under the direction of coarse natures, would be 
crushing to you. As a rule I advocate beginning at 
the lowest round, but I believe you will gain more 
by continuing as you have begun. Only go to my 
friend, George Vandehoff, and tell him from me that 
he is to clip and tame you generally. I prophesy a 
future for you if you continue working earnestly.
God be with you!149
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Obviously, that was a noteworthy endorsement of
Vandenhoff from one who had attained such acclamation as had
Charlotte Cushman. Anderson followed Cushman's advice and
sought instruction of Vandenhoff in New York. It was said
that "he succeeded in removing a few of her worst
defects"150 during the ten preparatory lessons in the art
of acting that she received from him in the spring of
1875.151 In Mary Anderson's own words:
The first interview with Mr. Vandenhoff was most 
disheartening. Though already advanced in years, he 
was full of fire and vigor. The expression of his 
face was stern and far from encouraging; and his 
manner on that day was annoying in its extreme 
brusqueness. He insisted upon my reading from a 
book. This was a blow; a book is such a hinderance 
when you know the words thoroughly. I began the 
first scene from Richard the Third:
'Now is the winter of our discontent 
Made glorious summer by this sun of York,
And all the clouds that lowered upon our house 
In the deep bosom of the ocean buried!'
'Stop!' he thundered; 'you would split the ears 
of the groundlings with a voice like that!' This 
reproof, though he nearly split our ears in uttering 
it, was well merited, for I had not yet learned that 
one cannot touch the heart by piercing the ear. But 
it seemed then a cruelly unjust rebuke. His 
constant interruptions embarrassed and put me at my 
worst. Tryo-like, I chafed and champed under the 
curb, and my relief knew no bounds when the ten 
lessons, of an hour each, were over. The 
experience, however, had tamed, clipped, and done me 
general good, and I shall always be grateful to that 
capital actor and teacher of declamation for showing 
me the folly of attempting male characters, and for 
suggesting Juliet, Julia, Pauline, and Evadne as 
better suited to my sex and youth. He had met my 
unbridled enthusiasm with a calm, business-like 
check at every turn, which, though painfully 
irritating at the time, was very beneficial 
afterwards. Though we met no more as master and 
pupil, he continued till the time of his death a 
kind and helpful friend.152
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Advertisements for his elocutionary instruction
indicate that Vandenhoff stressed the pragmatic view in his
teaching of delivery. Being a successful performer himself,
he emphasized vocal awareness and subscribed to elocutionary
training in oral reading, reciting, and speaking, not as an
end in itself but rather as a beginning. Although he
addressed certain professions in some of his advertisements,
his tutelage was made available to everyone. That, in
addition to his easily comprehendable style of writing plus
knowledge of the principles of elocution, acquired through
careful analysis of the theories and practices of his
predecessors, must account for the sustained popularity of
Vandenhoff1s textbooks.
Vandenhoff’s method is 'not' one of mere parroting 
or imitation; but a system of certain Rules 
attainable by All; and embracing the whole and 
practice of ARTICULATION--PRONUNCIATION; PAUSE—  
INFLECTION— EMPHASIS ; INTONATION— ENERGY- 
EXPRESS ION; together with an easy SYSTEM OF 
GESTICULATION.153
He was a scholar but not a pedant. He brought to 
bear upon his art an intellect of fine powers, and 
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CONCLUSION
For over a century, 1808 through 1913, a Vandenhoff 
was among featured players in theatres of both America and 
England. Beginning with John Vandenhoff, family members of 
three generations were popular with audiences on both 
continents. The elder Vandenhoff, an eminent British 
tragedian, was educated for the priesthood but chose to 
exercise his talent in oral expression on the stage and 
eventually taught elocution at the Royal Academy in London.
Association with the art through their father's 
participation likely motivated John's three children, 
Charlotte Elizabeth, George, and Henry, to choose theatrical 
careers. All three expanded the histrionic family by 
marrying performers. Charlotte, retaining the Vandenhoff 
name, wedded British actor, Thomas Swinbourne. They were 
childless. George married American actress Mary Makeah, who 
chose to be billed as Mrs. George Vandenhoff, and they had a 
son, George, Jr. Henry's first wife was Elsie Decourcey, a 
British actress. After her death, Henry married another 
British actress, Ellie Healey. Both wives, like Mary 
Makeah, after marriage, professionally adopted the 
Vandenhoff name therein often confusing historical research. 
Henry and Ellie had a daughter, Kate.
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George, Jr., Kate, and Charles Vandenhoff, reputed
also to be a son of George, Sr., became the third generation
of Vandenhoff thespians.
Except for Kate and George, Jr., Vandenhoffs
always played principal roles, quite often opposite the
theatrical titans of their time. John acted with Edmund
Kean, Charles Kemble, and William Macready. "The majority
of the English writers ranked Vandenhoff, the elder, next to
Macready in both intellect and p o w e r . J a m e s  Murdoch
recorded that "Vandenhoff was in all probability the finest
tragedian of the classic school of acting ever seen on the
2American stage."
Charlotte, escaping apprenticeship by appearing
opposite her father until his retirement, performed for
almost a quarter of a century. She was favorably compared
with Fanny Kemble, Fanny Jarman, and Ellen Tree.
Henry Vandenhoff, a London favorite, also played
with many of the most celebrated actors of his time. He was
3noted as "the best Mercutio of his day."
Without the elder Vandenhoff's sanction, George, 
like his father, gave up a potentially secure position in 
Liverpool in order to pursue a stage career in London. He 
had received an education preparing him for a career in law. 
Possibly aided by the influence of his father's reputation, 
George made his debut at London's Covent Garden Theatre. 
Acclaimed in the best, theatres of both America and England, 
he frequently appeared opposite William Macready and was
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just as often professionally pitted against him. Among 
others with whom George played were Charles Kemble,
Charlotte Cushman, Charles Kean, James H. Hackett, Anna Cora 
Mowatt, and Fanny Wallack. Some years after his retirement 
from the stage, he was persuaded to support Cushman in her 
farewell tour of 1874.
Mary, George's wife, who appeared as a star in most 
of the larger American cities, and Henry's wives, Elsie and 
Ellie, all were associated with numerous prominent stars.
As for the third generation, Charles, making his 
debut under the direction of Dion Boucicault, gained 
recognition in leading juvenile and light comedy roles. He 
played opposite Joseph Jefferson III and, as a personal 
friend and professional associate of Herbert G. Blythe 
(Maurice Barrymore), was responsible for his first trip to 
America. Kate, also a light comedian, worked with 
Barrymore, Mme. Helena Modjeska, and Mrs. John Drew. George, 
Jr. began his career by playing juvenile parts with Augustin 
Daly's road companies. Following the practice of father and 
grandfather, he gave up the profession for which he had been 
educated and sought a career in the theatre. That endeavor 
was brief because of young Vandenhoff's early death.
The Vandenhoffs were genteel, educated, and 
seemingly respected by their colleagues and audiences. 
Although their performances were often compared with those 
of their contemporaries as well as their predecessors, the 
Vandenhoffs were not imitators of others' styles. Theirs
245
was a blending of both traditional and contemporary modes of 
delivery. John began this practice by tempering the 
classical dignity of the Kembles with the romantic style of 
Edmund Kean and suggesting the naturalistic inspiration of 
George Frederick Cooke. Even though reminded of Kemble, 
Cooke, or Kean, critics still determined John Vandenhoffs
4acting style to be "free from the servility of imitation.’1
To avoid imitation was an objective George taught his
students. He identified "the great blots and vices of acting
of the day" as being "an unnatural and inflated style of
5delivery and a servile imitation" of others.
Respect for an author's text was another admirable 
trait of the Vandenhoffs. The father was lauded as one who 
"acts Shakespeare's and not the stage Hamlet." John, 
Charlotte, and George were praised repeatedly for their 
correct readings of passages. George did not hesitate to 
point out a misreading of lines to his colleagues. Cushman 
was amazed at having had her attention focused upon a line 
which she had delivered incorrectly for years. Macready was 
annoyed by George's refusal to alter scripts. Vandenhoff 
rebuked the fellow actor and asserted that omissions were 
suggestive of a performer's ignorance or lack of 
appreciation of the text. He asserted that any credit 
accorded his performances of Shakespeare was due simply to 
confidence in the writer's text— to a conviction that
7Shakespeare "was, and is sufficient for himself."
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Further, traits characteristic of the Vandenhoffs 
included graceful movement, expressive countenance, 
dignified deportment, and pleasing, natural vocal delivery. 
The name Vandenhoff was histrionically respected 
throughout the nineteenth century. Charlotte continued to 
use it after her marriage; the daughters-in-law, though 
already established actresses, chose to adopt it; and 
George jealously protested its use by his illegitimate son, 
Charles.
In addition to their acting careers, John, George, 
Mary, George, Jr., Henry, and Ellie, also engaged in public 
reading performances. John, George, Henry, and Mary offered 
lessons in elocution and George wrote elocutionary 
textbooks.
For some years before leaving the theatre, George 
became progressively disturbed over the public's mounting 
fascination with the element of spectacle. He observed an 
increasing decline of respect by performers and concern by 
managers for the playwrights' texts.
At the same time, young America, experiencing rapid 
physical and accelerated materialistic growth, was noticing 
a lack of eloquence in oral expression among its statesmen, 
clergymen, lawyers, and other professional people. In 
addition, there existed a deficiency in the cultural level 
of the general populace. Strides taken to overcome the 
problems included the establishment of lyceum organizations 
that sponsored lecturers, public readers and reciters, and
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musical offerings. Established professionals were secured 
to provide sessions of intellectual enlightenment and 
cultural entertainment. As in ages past, attention focused 
upon effective oral expression.
Perceiving a rapid growth of interest in public 
readings of literature, George Vandenhoff resigned from the 
theatre•and redirected his talent toward that activity. For 
thirty-nine years he gave public readings, primarily in New 
York and New England. Briefly associated with the Lyceum 
movement, Vandenhoff ultimately found his professional niche 
in public reading. That and his elocutionary textbooks are 
his memorable achievements.
The bulk of selections read by Vandenhoff were taken 
from the classical writings of Shakespeare and the 
contemporary writings of Charles Dickens. Ranking third 
were scenes from the comedies of the eighteenth century 
dramatist, Richard Brinsley Sheridan. Frequently 
represented in Vandenhoff's programs were: British writers,
Sir Walter Scott, Lord Tennyson, Owen Meredith, and Thomas 
Hood; Americans, Henry W. Longfellow, Oliver W. Holmes, and 
William Cullen Bryant; Scotsmen, Robert Burns and Thomas 
Campbell; and Irish writers Samuel Lover and Maria 
Edgeworth. Occasionally represented were Sophocles and 
French writers Victor Hugo and Alexandre Dumas Fils. In 
addition, Vandenhoff read from his own writings and 
translations.
In the tradition of public reading, Vandenhoff was 
primarily a solo performer; however, after their marriage
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his wife joined him for many engagements. On at least two 
separate occasions he was aided by someone other than Mrs. 
Vandenhoff. Catherine Norton Sinclair was one of those 
persons and Dora French was the other.
For Vandenhoff, who had amassed extensive theatrical 
experience, characterization was his forte. In his reading 
of Dickens, he was described as "several single gentlemen
Qrolled into one." He was capable of stimulating the minds
of his listeners to create their own element of spectacle,
to this day a trait of a successful reader. One critic
observed that Vandenhoff's "hearers felt like actual
spectators of the fun, and their laughter and delight knew 
9 .no bounds." Another critic, reporting on a reading of 
Hamlet, wrote that Vandenhoff "held his hearers in breath­
less attention by his characteristic variety."10
A composite of excerpts drawn from previously cited 
articles, reviews, and comments, written about him by his 
contemporaries, provides a sketch of Vandenhoff as a public 
reader.
George Vandenhoff, whose "effective and beautiful 
elocution is well known," became "New York's favorite 
reader." "Vandenhoff was one of the first to introduce the 
entertainment known as 'Shakespeareian Readings,' and he has 
ever been one of the most popular." "If we must hear 
Shakespeare read rather than played in a theatre, doubtness 
it would be better to wait for George Vandenhoff." He 
"never oversteps the modesty of nature . . . and speaks the
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language of Shakspere with just emphasis and purity. His 
readings of the text are correct and sensible, and he seldom 
attempts any startling renderings for the sake of effect." 
"Vandenhoff, whose distinguished merit as an elocutionist 
has long been acknowledged . . . combine[s] instruction with 
entertainment in a degree not always shared by popular 
amusements." "The great variety of voice, expression, and 
manner, that Mr. Vandenhoff brings into play, for every 
different character, is indeed surprising." "He gives to 
every word its delicate shade of meaning and he delineates 
characters, humorous, heroic, and pathetic, with singular 
charm and rare versatility." His is a "really beautiful 
level of speaking, which is truly nature to advantage 
dressed." "Upon a critical examination of Mr. Vandenhoff's 
powers it is safe to say that he has more delicate 
perception than Dickens, more acute analysis than Underdonk 
and as great a familiarity with Shakespeare as Fanny 
Kemble." "Vandenhoff is a clever man, and he never fails to 
amuse and benefit intelligent persons who attend his 
recitations." "His entertainments rise far above the plane 
of ordinary public recitations." "He always gives his 
audiences an excellent entertainment." He "brought to bear 
upon his art an intellect of fine powers, and knowledge used 
to form a better understanding of nature." During his 
lifetime, he was ultimately billed as "New York's Greatest 
Reader."
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Vandenhoff joined the ranks of other educated and 
professional men, Jonathan Barber, C. P. Bronson, Erasmus 
Darwin North, Andrew Comstock, Merritt Caldwell, William 
Russell, and James Murdoch, who responded to the growing 
demand for elocutionary instruction. As the need for 
improvement in oral delivery was most evident among 
professional men, he initially appealed to statesmen, 
members of the bar, and clergymen. Progressively, his 
clientele expanded to include male university and female 
seminary students, and finally anyone of the general public 
with the desire to achieve eloquence in oral expression.
Increasing public interest in acquiring vocal 
proficiency prompted Vandenhoff to write his first textbook 
in 1844. That manual went through nine revisions and 
printings. It was in popular use in both America and 
England by students, teachers, and the general public for 
over forty years.
In his words, Vandenhoff was motivated to offer a 
manual that was "correct in theory and easy of 
practice,"— one that was "simple and intelligible" for 
anyone wishing to improve his or her method of oral 
expression. He drew on the theories and principles of 
America's Dr. James Rush and England's Joshua Steele, while 
echoing Ebenezer Porter, John Walker, and Thomas Sheridan.
In particular, Steele's use of musical notations for 
recording utterances was expanded and refined by Vandenhoff 
as a teaching device to make students aware of vocal
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dexterity. Steele's treatise on rhetorical pauses proved 
beneficial to Vandenhoff in his own instructional writings. 
Through effective analogy, Vandenhoff identified problems 
and offered solutions in an easily comprehensible style.
Adhering to a lesson learned early from the elder 
Vandenhoff, George denounced imitative delivery. He 
strongly advised his students against this practice, noting 
that oftentimes undesirable traits are also acquired through 
imitation. He believed it necessary for a reader or speaker 
to understand the capabilities and limitations of the vocal 
apparatus. Teaching the mechanism of the vocal instrument, 
he advocated disciplined practice for reaching a desired 
level of proficiency.
While recognizing the presence of rhythm in prose, 
Vandenhoff endeavored to preserve the metrical movement of 
verse as a necessary characteristic to poetic expression.
He distinguished between classical verse and English verse, 
noting that each possessed differing vocal requirements for 
oral expression.
In keeping with the stated purpose of his textbooks, 
the presentation of a course of instruction in a simple and 
intelligent manner, Vandenhoff first introduced the elements 
of oral expression in their simplest terms and returned to 
each one for a more complex development.
Throughout editions of his widely popular textbook, 
The Art of Elocution, Vandenhoff staunchly defended the 
teaching of oral delivery. He logically refuted the claims
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made by those rhetoricians, particularly the Reverend 
Richard Whately, that elocution (delivery) could not be 
taught. Previously educated as a lawyer, Vandenhoff was 
initially a rhetorician who understood the importance of 
grammatical and logical organization of thought. As a 
public performer, he realized the value of effective 
delivery to successful oral communication.
Vandenhoff's last textbook, The Art of Reading 
Aloud, reflected his years of experience as an educator and 
performer. His instruction in phrasing remains valid. The 
writer of this study finds this textbook, yet a century 
later, to be sound in both principle and theory.
As a nineteenth century elocutionist, George
Vandenhoff foreshadowed the twentieth century concept of
oral interpretation as a valid method for studying and
stimulating appreciation of literature. In performance, he
was a link between the actor's stage and the reader's
platform. His reading performances were judged to "rise far
above the plan of ordinary recitations in respect of the
reader's knowledge of his art, and they have, besides, all
11the interest and expressiveness of well-acted plays." He 
presented prose and verse by both classical and contemporary 
writers, in poetic, narrative, and dramatic literary forms. 
His readings pleased his listeners while increasing their 
knowledge of literature and developing their appreciation 
for its study. He won the admiration of his public and the
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press, thereby contributing to the recognition and popular 
interest in the art of public reading.
In his teaching and educational writings he 
reflected the influence of both American and British 
pedagogy. He responded to the public’s need for mastering 
oral expression and to that end provided instruction and 
textbooks. That his methods were sound and intelligibly 
communicated is evidenced by his wide popularity as a reader 
and the extensive use of his manuals.
Being a popular participant in the mainstream of 
nineteenth century elocution, George Vandenhoff, 
unquestionably made a significant contribution to the 
practice of oral interpretation of literature.
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Charles Durang, "The Philadlephia Stage from the 
Year 1749 to the Year 1855," (Philadelphia Sunday Dispatch, 
1854, 1856, and 1860), Clippings collected and arranged into 
scrapbooks by Thompson Westcott. 5:227. (Holdings of 
University of Pennsylvania Library).
2James Murdoch, The Stage (New York: Benjamin Blom, 
1880), pp. 189-191.
3Spirit of the Times, 18 May 1914.
4 . . .Unidentified newspaper clipping, Harvard Library
Theatre Collection.
3George Vandenhoff, Leaves from an Actor's Note- 
Book (New York: D. Appleton and Company, 1860), p. 15.
8Spirit of the Times, 5 October 1839.
"^Vandenhoff, p. 272.
8New York Times, 2 February 1859, p. 3.
1New York Tribune, 15 January 1870, p. 5
iNew York Herald, 14 January 1870, p. 3.
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FraaeiaU U aU U M *..Pu*nm i .
Uwual W. II. W.tUaoi i  —,
M e n m n .................. Favar*
Balli* Nieal Jan i t  F U r
K u U n W ^ a  ..............King
& Fiad. V«t«mi...Ma Balkarkktgti QiUHitoaii*-• .L rrrllCkM. Ikomoa OwUi 
■ U k G tt t n l ik  E .& U *
* £ m  r . ..................GaJktf E?**-Asirrw.........thanm e
....................M m B v re w i.
HiffcUn4erv.t«U*r», TraralWtm, Ac.
H a k *  MeGtafar . Mm I I .  H » t  I lU a a  Veraon . .M m  Knight 
M a tk ....................................... Jc*m  .UiAfpta* ..t f ia  Ordiord-
Saturday, M r *  Brougham t  litnefit.
I | | I IH H I •< Ml. C. VtaNatof • W Mr*. I n s k u  i4 .m m .
T U  CotMdjf aT A B  Y O U  t  T w n  I T .
I f f f M  ..........................................M r. ( i 'm w  Vmmitmftff
MomHmd................... *................................ Mrs. Brtmgktm
WUXtM9d.nJ AA,t t i rf  lU n d O P  A — MTkaCB.
G ra tta o ,
■ ^ P U a f c l t W ^  MdJIXAr. « « | n U . U i  V a m allk r liW
J | | - ‘ -’------------------------ ‘ -| | --------------------------- --------------------------- ---------------------------  ~  X— U, |  .
' * ■ ■ to a . af to* amaai **g*gvto**4 */








£ £ P A R K  T H E A T R E .
loxes $1. Pit. 30 Coots. Gallery 23 (.‘cuts.
THF, GREAT SHAKSPEAR1AN R E V IV A L! I I
(1846) C
.TLL’ d D ig it  o f
0 ir * MRS. CHARLES K E A N  
V  ANI>
MR. CHARLES K E A N
• a  a&aurxaet'a tB io u iT  or
K . i n g  J o l i n .
/  T o  give additiona l effect to  th is T h y
M J l.  G E O . V A E E E A 'H O E E
. Uni Ixen e r i 'f t u i f  to represent lha Character of FArLCON’ IlUlDGK. ]
u  Air«orsrjsn i u i
> : GREAT • SILAKSPEARIAX R E V IV A L!
• The Manager begs respectfully to  »Utc, that no labor or rxp .'iw c lias 
- ‘ been u p a ri'l in endeavoring to  a tu in  tin- U TM uriT  F ID E L IT Y  OK 
-  I l IS T O K ll1 ILLU S TR A T IO N '!
7 " nft). ......
«*«. THE >7.'A£ vitl, 11
ML.: !(  »alL- • I 4i». I no ■. b-i O'
t r p .n t i  attrniHno f / , i*  j .  r r lro i.  
lr  f r u p l i. ' i .  o f  I'u l!- -  ?V. *a 
Ott i J  '..uJ It »■! J ?
Yt 1.‘ - it": _. v. r 1 ,  i » . -
r i - i f u n n v l i i l lA l l . ' i - l l A I . l / . ' l l  - . . .A ^ T i- i ; .  I  ' '
K L I H X T G r  J O H N ,
(Produced under the Immediate l)iroetion and Super- 
inlcoJencc o f M r. Char. K ean, at a co«t and w ith  n de­
gree ol' Correctness and splendor, it is believed, 
h ithe rto  uot w in c e d  k i any Tbc.itre.)
T u r  S c rs t*  painted on npwards o f I5,0<y* --pure feet o f  Canvas, by 
Mr. UtLLTAtD, M r. Gr a in , and A.-ai«tanIs.
T hk  CosTCvp, Cih t iy  Aaauus, 1T*> in number. D ic o k it io n s  and 
ArpoiNTvtNTS, from tbe A u tb o f it i" f  named hereafter, by Mr. 
D u o n g s .
T hk  M acdinsrt, by Ur. Fpktlrs.
Tb* toda lr,n<‘« of lb-' Amti-'ncr u m p e rtn ilir  solicit. .1 Iwtwer-i th- fin tied  
Meond Acts, a- Uis whuk of (hr prex i.im has to hr n m o ttil fi.r the pur- 
po>c o f • ih ib it l ’tc •  I'aonraimc \  i*»  of Aoi’IrrvTtic F 'rocb Comp »ad DuuiA 
Country: tim BUf« Lhiown opeo iu tbe W«ut» uf lh» Theatre.
En g l is h .
JOHR. C K O  OF E N O L& N D ...................................VS. CHARLES KEAJt
i'noe r Henry, bn mu. »tr. r»*r.h Kins Itrn rv  l i t... U ra e i.tb - iU rl
A itbor. Duke of HtoUeno. mu, ,,f .U ilr.r, Ut« Duka of Ufa-
tame. tha rider brnlhrr nf Km ; John.......................................... Ml*» Dean*
▼11111® Mamhal). K it! of I ’r in h M l- ........................................ M i. A. A m ir. .;
Geffrey Km  I'ctiT. Fj t I of K-w\. Chief jiu lle ia f?  of LD ;Iao i................H> „u.
▼ Uluru t .c o r '"nrJ. Earl nf sjliAhurr..............      .Chanfne
Rnb«r1 Ilieot. Earl of N-.tfol!;  ........................................ 11- t '"L  .11
Hubert Do Dure I'. I'baoibtrluin in t ilv K :n j ...............................................l i w i
lS.ib.-rt Ktotf-r.r-.-te.-. »->o r.f j. r ri Kaulrottb-i.le* ..........................FliL-r
P H IL IP  FAULCOKBEIDGE, m * i-t.it iir«it.. • lu -r .i- l v.n t..








infrcb a i'ro tilio t.................................
Par.* to Ktne tch;.................................................
reru Knl?bs - i l l ,  Hn-Urr ami M atu l I ' -  V tr. I)n 
ArnrrC't K il l Vl nlu r, Do J \ r r . r .  D o lla r.’, 1 
QUlrri. IlnrJ.I, AliebiUo:i nn llrraM. Ti 
nrr Ilcnrcrv llrttacn.- K n l;h u  I i .vl 




* J ills . P ’Arra.., Pt. Omnr. T)r Htrl-1. Tie Forr. I 
Daror.- K r ii- l i" . 1 1 - .M. A 'L o l. - i .  pd l ! r r .  
o. t  D' .r .r - , I a .i.a * of A ." tK Ctt./'si 
I f  An t.;.. .**;
A r sTn'..tNs.
•.-nmt l.yti
..............G A n lr. i. ,
n llU . Dr lltanti n-L
•r of A I-- Adi
. . .  Mr. S. Paartna
riUESTs. 
Car,'Inal PanAr’ pV I r n l *  r>f lb ’  l'.-|
ru .r  I t  
tc- Ly
 ................................................... Mr.IUM
P r im .  A liw lo '/'uv  Gr.m! Martir nf ti-r Tttoj.lata, Awbl.lthop. »1« BUhopa,|wo 
/  Murad Abt«i«. 1'rir.la, V -if Ko'cb'J Trmplam, Ki.'(M». HoipUalUr,
' TtiDJ.fr llanorrv llm i H it ucr. Trlr.l';
OcElleuiao AtudJ.i ' :  i-d Canln
LADIES.
TTllDor. tb t wldowof K ln r l l rn r r  I I ,  and Alotbrr of Kina .Inhn.. ..Mr*. At'hntt -
COJtbTAKCE. Mnihrr 10 Aril.ur.................................MRS. CHARLES KEAN
.“  • rri,, i-MUtbter lo AlplioDtn, K ln r pf Caailic, am! m  <>- i»
K ib f Jubn............. ................................................................Ml.«a Vat* tlor»
Lady } auicoBbrtilro, M otbir to the Daiurd and r.obrn Kavil-
ronbrlilce ...................................................  M i m OoMod
i iM J .n i  LaJlu.................... ilm lao ier Furrnw.s M iloi, Mlatei Hall and llayd in
6CE.NE—aomrtlmn In Enpti#.'.. and aoraci.mca I t  r r .n ta
Room of State, in  Jobn'i P a .a 'r, ^  ^  . . .  .. _ .
Klop .1 ■ -1. □ k j Ii i I on j -a . centre—De Warren, with lb* Btrord ef 
-talo, Hpbi—ibe At■ . . : * i o f  I'inusbury oD Uia la/t— ilaioaa, • 
Dubof.a, K d-.-Mc llcra ld l.A r.
T h i ▼ a ll*e fA D g i« r f,'» iU ip A n o n u n icV irw
Ul UiK f  rrii. li t  amp and du ia tl f ju o lr j  — Enfisea and Macbloe* of 
I  War of that period.
r In te rio r o f tbe Froneh K ia g ’i  Tent.
•'« Tbe BattJ* F ield.
B t t t l#  P la in , w ith  D i i t u t  V iew  of A a g ie n .
French K in g  t T e n t 
,< Room in  tbe Cattle o f H ertbtinpton. :>
o Oothlc H a ll is  Korthsmpton.Palace. ;.
* T i»w  before the W alla of No’rtbaopHm  Caftle.
In te rio r of the Temple Church, Northampton. . m
Pla in  near 6 t  Edmosda Bury.
F ie ld  of Battle near S t Edmnnie Bory.
Another Portion o f the Battle  Field.
• ’ Gate of S v in iie ad  Abbey in ifb i'. - l ' ; '
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BROADWAY
T iE lfiE ,
T H IS  S P L E N D ID  E S T A B L IS H M E N T ,
Eroded a th a  B H l fuhiouble tod contra] eeetioa ef Um  City, with the deter* 
aioou'os, oo l ie  part of l i t  Proprietor, to moke i t  worthy tbe potrouce 
of the lauliigtooe aod Fftihioo of New York,
WILL EX OPXBCD WITH A OAEDTJLLT BEXXCTKD (KMPAHY,
On Monday E re ’g, Sept. 27.
B f»Thii Tkeoir* ha* bees built i*  ike mod nbouotkl u d  uaOr otrle, without 
w o rd  to outlay, end w ill, it w hoped. n * t t  the wiehe* owl cxpectatioN of tbe Public. 
a v t ^ ,̂ 0? t ^ V ^ c ST SU)^  0 F  BROADW AT, B ETW EEN  PEARL AND  
A N TH O N Y  STREETS, ot •  point oudr reached f r tc  t r t r r  o t l* r  port of l ie  c u t  
N cpaiaa. «r oxpcoM h rr . b n  apa-d to tm im  *  worthy of tha character of o 
MotrepobUa Theatre ; ted tbe U u t^ t f  bopea aad tw U , that o Tea pie hot bean 
OTTcOod to the Drama, wkick wflj bo fayed wwtdy fb6#—— go. J toe neoi.. 1 "!&?' a  oi ih« •
ho Ike ohjoel end d m ip  ef tko Maoefcmot of the
[
i,  t in  boa* engaged, otod it  «
Top.
Broadway Theatre
l> the TohU. Taiaat of the Bi|k*al Ordet.aem
. .A d n y  m i  S U f iM + m f* .
A_ M A N N .................... .
G. H. B A R R E TT ........
W . E. A N D E R T O N ,..
M r. J. M . T H IM B L E .......................................  . .
M W O K .J.& . S M ITH  ft CEO. H E I5 T E R ,........................................... Sam * A rtu tt,
Aaoictcd by Prof. K m m i  otod Joha WObamoM.
SIGNOR G U ID IC 1N I, Fmmut t f  Or Dome, N o w oo, m i  B m  P m tlt .
M i  A N D R E W  J. A L L E N ............................................ *.........................
S A M U E L W ALLA C E ,...............................................................................  + *
M r. GALBRAIT H ..........................................................   Cwymt m m i  A fdtiwul.
T H E  C O M P A N Y
W ill M M k t of the fallowiog Telealad Artbta, BM t of whom on woll oad adraatagw- 
m ly  know* to tko Felrooo ef the Drama, b  Eoopo Otod Amenee.
M IES F A N N Y  W A LLA C E , M1BS ROBE TELBLN,
rrowtto*Ue»r>ooTo»rfMuani.rTliieil. riam the T V U n le p J . Hajw ta*.
M RS. W 1N S TA N LE Y , SfflRS CARMAN,
r < w U ir r i M a - 7 b a n , I a f t i .  T*m  the.fa’ .T im laMiMn
M BS . H IE L D , _  — ------- M ISS H . M A TTH EW S,
f n -  Itoo Otowwe *a» T t u b l | t  TV
M BS. W A T T S .
M1B8 FtTZJA M XS,
M RS . B ER N A R D .
M B . G. VA N D EN H O FT,
M R -J - LE S TE R ,
F r a  tha Tbaaue Aoyil. Hareartat.
M R . J. M. DAW SON,
Fro* the Lueeyool m i '
M R . F R ED ER IC K S,
M R- E . SH A W ,
M R  G . C H APM AN,
M R . H . BER N AR D ,
M R  I .  ETR A R D ,
M R . J. W A LTER S ,
M R  D E N N IS O N ,
. ..» tk. k M  m i  Pkaktphia T t M e ,
M RS. S E R G E A N T ,--------
M RS C H APM AN,
M ISS GORDON,
M R  H . W A LLA C E,
F n *  (ho U'oeyori o>4 M m liK ir  T k M «
M R  L Y N N E ,
Troao te, LooOoo m i Lrtweeel Thioow.
M R  VA C H E,
' M R . F L E M IN G ,
M R. V . H U N T ,
M R  C. W . H U N T ,
M R . J. B ER N AR D , 
M R  J. K IN G S L E Y , 
M R  A L L E N .
M R  THOM PSON.
U 'L L E  ST. C LA IR , A N D  M 'L LE  C ELES TE, 
wrm  a rtnx aw» a rr ia n rr
C H O R U S  A N D  CO RPS D E  B A L L E T . 
T H E  O R C H E S T R A .
M R. ST. L U K E ,................................. LE A D E R  AN D  D IR EC TO R .
M R . B R ISTO W , H E R R  STA R C H , H E R R  6CHN ETD EB ,
 ........... S IG . AUP1CK, BIG. H EG LA N D .
BIG. T R O IB I, M R  D U C K W O R TH ,
H E R R  PO PPENB C R O , M R  W R E N C H ,
M R  M 0N ZA N 1, M R  BROW N,
BIG . R iL L O , M R . D ODSW OBTH,
M TU  ft W D M .       “
M R  WOOD.
BIG. P A Z Z A L U A , 
M R. L E  BRUN,
BIG . STOC K  CANI, 
M R  D E  LU CE , 
H E R R  JAOOBJ, I 
M R  M O B G R IFr,
PRICES OF ADMISSION.
B«  M i  m m  f tm  tffl 4  o V M cL -B rtt* uM Priroho B o m  m y  ho ■
c r  B O X  B O O K  N O W  O P E N .  -CD
Y U t m  W the* t l i i l i r ^  m  mpoctMUy bAitwid 6*1  tho ft flowing b  dw 
A m oftm tot of the
E N T R A N C E S  T O  T H E  T H E A T R E .
To U n a  O nite, f * y M U , ^oo4
¥ b m  p t i t i  t f  d w  te tao , tho • o m * oY i  aB M t a a
_ Dooti w  o l7 o >cl»<h. f o f a w u t i
tkrwftgh t h  b t l M r i i  
r t  M H^ort 7 oVboh pweboly.
.  l» :O s  ToeoMy e m k e w f f l  bo peedoeod L m l lh  oobkntod P leyof L O fT BUffims, b wMdUDa PAaar wallac* wl o. tamdkhmdtt
J. W . Befl, P n b rt, Ho. ITS Fobep §u ij|nln Bl Poolh t t w h  ' ]GeorgeVandenhoff
Courtesy
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»  O n e  \ \  e e h  C o in m e u c iU B  S u in lu y  M ii l lu e e ,  I>eu H i M 
ff M 'm t r i i l in U  *  K r u i y e r  Co. P re s e n t  / ' /   ̂ J |
E U GEN IE  BLAIR * ̂v CCi+1 ̂  ]N jb
5  I ' l y i l r  F U c I i 'm ( « r r u l  I ’ lu y  1
iT H E  WOMAN J
|  IN THE CASEi
f  ■ ■ ■ i
* f  C A S T  O F  C H A l iA C T E K H  J
♦  I t l ii i 'u n re t  U n it e  ......................................... l ilu w e u le  l t l u l r  £
M is  llu u h e s , her m o th e r.M rH . H e n ry  V u m le rh u ff  » 2 1
j f  C la im  F n rM e r  ........................................ A lien  U ru lm m
Elsie HreWSler   llorleltse Clements ^
^  ln.ru . M i l l e r ......................................................M.'lila Milton j *
I.uiiiur- M a n e  .......................................................I - “ l,a  ♦
Julian KoIIl- ................................................... Hurry H. Fan,man X
Mr. Thompson Edivin F. Maynaril X
J im m y  O ’N e i l     J o s e p h  C re u K h u n  ^
j  , L o u is  K lu u i f s k y  ............................  T h o m a s  W i l l i a m s  J*
j . Waller, servant to the Itolfe's........
......................................................  W. Kurw in Wiilun.-mu
11)jsIk*i• t f )j' W i l l ia m s o n  ............................ \ \ \  H .  W r i g h t  «Attendant .........  Tliomus IteiWliitfiim 2
*
.S Y N O P S IS  ♦
A C T  I — A t  th e  I t u l lV s .  X





, .SC EN E— N e w  Y o rk  C ity  t
♦
V
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AUTHOR & T IT L E S
U,u.o •
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ADAM S, JOHN Q .
“ M e m o r ia ls  o f  W a s h in g to n  
a n d  F r a n k l i n " X
A D D IS O N , JOSEPH
" C a t o 's  S o l i l o q u y "  
(O n  t h e  s o u l ) X X X X
“ C a t o 's  S p e e c h  o v e r  h i s  
D e a d  S o n " X X
" C a t o 's  S e n a te " X X
" V i s i o n  o f  M i r z a " X
" I m m o r t a l i t y  o f  t h e  S o u l X
“ T h e  I n f l u e n c e  o f  G o ld " X
A K E N S ID E , MARK 
" G r e a t n e s s " X
A L L IS O N , W IL L IA M  T .  
"O n  A u tu m n " X
A LS TO N , W.
“ A m e r ic a  t o  E n g la n d " X
AM ES, F IS H E R
“ P u b l i c  F a i t h " X
B A I L L I E ,  J .
" F e m a le  P i c t u r e  o f  a 
C o u n t r y  L i f e " X X
B E A T T IE , JAMES 
" T h e  H e r m i t " X X X
BEECHER
“ N a t i o n a l  M o r a l i t y "  
“ M o r a l  E f f e c t s  o f  I n ­
te m p e r a n c e " X
X
B IB L E  SCRIPTURES 
P s a lm  X X I I I  
P s a lm  QOCXIX 
I s a i a h ,  C h a p te r  LX 
L in e s  o n  P s a lm  I I » 2 5 -2 6  





DR. B IR D
"O d e  t o  a r. A n c ie n t  s y c a ­
m o re  o n  t h e  O h io " X
BLACKWOOD'S MAGAZINE
" I n f l u e n c e  o f  N a t u r a l  
S c e n e r y " X
B L A IR
“ M o t i v e s  t o  t h e  P r a c t i c e  
o f  G e n t le n e s s "
"T h e  Im p o r t a n c e  o f  O r d e r  
i n  t h e  D i s t r i b u t i o n  o f  
O u r  T im e "
" D e l i c a c y - a n d  C o r r e c t ­
n e s s  o f  T a s t e "
“ B a la n c e  o f  H a p p in e s s  




BOW RING, S IR  JOHN
" D e r z h a v i n 's  Hymn t o  t h e  
D e i t y " X
LORD BROUGHAM
" E u lo g y  o f  W a s h in g to n "  
“ A p p e a l  f o r  t h e  R e fo rm  




BRYANT, WM. CULLEN 
" T h a n a t o p s i s "
"N o o n "
" F o r e s t  H ym n"
“ T h e  G r o v e s iG o d 's  F i r s t  






BU LW ER-LYTTO N, EDWARD 
“ P a t i e n c e  a n d  H o p e "  
s c e n e  f r o m  t h e  Com edv 
o f  M o n e y
F o u r  s c e n e s  f r o m  R ic h e -  . 
l i e u
“ K in g  E d v a r d 's  A d d r e s s  
t o  H i s  A rm y "
“ W a r w ic k 's  A d d r e s s  t o  

















































































" M a r ie  A n t o i n e t t e "  






" T o  M a ry  i n  H e a v e n " X X
BU SH N ELL, H .
" F u t u r e  A g e  o f  L i t e r a t u r i X
BYROM, JOHN
"T h e  T h r e e  B la c k  C ro w s " X X
BYRON, GEORGE GORDON
" S t .  P e t e r ' s  a t  R om e" 
t h e  V a t i c a n "
" S a u l "
"M o d e rn  G r e e c e "
" N i g h t  S o l i l o q u y  i n  
V e n ic e "
" B a t t l e  o f  W a t e r lo o "  
" C h i l d e  H a r o l d ’ s  A d d r e s s  
t o  t h e  O c e a n "
" D a r k n e s s "
"T h e  D e s t r u c t i o n  o f  
S e n a c h e r ib "
"S h e  W a lk s  i n  B e a u ty "  
"T h e  I m m o r t a l  M in d "  
" T h u n d e r s t o r m  o n  t h e  A lp s  

























CALHOUN, J .  C .
" I n t e r n a l  Im p r o v e m e n t " X
CAM PBELL, THOMAS 
"C h a rm s  o f  H o p e "  
" L o c h i e l ' s  W a r n in g "  
" H a l lo w e d  G ro u n d "  
" B a t t l e  o f  H o h e n l in d e n "  
" E x i l e  o f  E r i n ”
"W om an"
"S o n g  o f  t h e  G r e e k s "  
" L o r d  U l l i n ’ s  D a u g h te r "  

















"T h e  P o w e r o f  E lo q u e n c e " X
CHANNING, W IL L IA M  ELLERY 
" N a t i o n a l  G r e a tn e s s "  
" C h a r a c t e r  o f  N a p o le o n  
B o n a p a r t e "
" R e c i t a t i o n s  I n s t e a d  o f  




" R e c o n c i l i a t i o n  b e tw e e n  
G r e a t  B r i t a i n  a n d  t h e  
U n i t e d  S t a t e s "
" S p e e c h  a g a in s t  t h e  




" H e r o is m  o f  t h e  P i l g r i m s X
C LA Y , HENRY
" I n  F a v o r  o f  t h e  G re e k  
R e v o l u t i o n "
" S p e e c h  o n  t h e  R e v e n u e  
B i l l  o f  1 B 3 3 "
X
X
" N a t i o n a l  G lo r y "  
" M i l i t a r y  D e s p o t is m  a n d  
I n s u b o r d i n a t i o n "
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